Contemporary photographic landscape practices and the affective gaze by Beatty, Wendy
		
	
	
	
Contemporary	Photographic	Landscape	Practices	and	the	
Affective	Gaze	
	
by	
Wendy	Beatty	
B.A.,	Honors.	M.A.	Grad.	Dip.	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Submitted	in	fulfilment	of	the	requirements	for	the	degree	of	
Doctor	of	Philosophy	
Deakin	University	
January	2017	


	 iii	
ABSTRACT	
Contemporary	photographic	landscape	practices	and	the	affective	gaze		
Through	a	creative	outcome	and	exegesis	format,	this	study	builds	on	contemporary	
research	and	critical	discourse	on	landscape	theory	(Mitchell	1994,	Cosgrove	1984)	
and	representational	photographic	practice	by	contemporary	artists.	It	aims	to	
reconfigure	representational	approaches	that	privilege	a	traditional	Cartesian	
perspective	by	initiating	a	different	photographic	methodology.	This	builds	on	recent	
work	in	the	field	by	photographers	such	as	Anne	Ferran,	Joyce	Campbell	and	Christl	
Berg,	and	incorporates	my	own	sense	of	bodily	engagement	with	the	Tasmanian	
wilderness.	More	specifically,	my	project	interrogates	what	it	means	to	engage	
creatively	with	viewing	pleasures	and	situated	knowledge	(Haraway	1991)	in	the	
landscape.		
My	research	involves	exploring	James	Benning’s	(2007)	notions	of	looking,	
John	Berger’s	(1972)	aesthetic	principles,	and	ecological	feminist	theories	by	Carolyn	
Korsmeyer	(2004)	and	Val	Plumwood	(1993)	that	unsettle	traditional	Cartesian	
perspectives	and	unpack	power	relations	in	social	and	political	structures.	The	
theoretical	context	of	this	research	also	draws	on	Merleau-Ponty’s	phenomenological	
thinking	to	help	move	towards	communicating	experience	and	an	affective	response	
to	place.	It	enlists	Karen	Barad’s	concepts	of	agency,	agential	realism	and	notions	of	
‘intra-action’,	and	Barbara	Bolt’s	theories	of	perception	and	performance	in	relation	
to	material	practice.	I	further	situate	my	practice	in	relation	to	contemporary	artists	
who	all	negotiate	the	Tasmanian	landscape	through	their	photographic	practices:	
Anne	Ferran’s	feminism,	Christl	Berg’s	archaeology,	and	Brooke	Andrew’s	indigenous	
ways	of	knowing.		
This	body-centred	and	physical	process	aims	to	arrive	at,	and	then	express,	an	
implicit	relationship	with	the	landscape.	Rather	than	seeing	the	land	as	a	commodity,	
simply	to	be	consumed	and	reproduced,	my	method	is	to	view	and	engage	visually	
with	the	landscapes	to	include	an	empathic,	ecological	position	that	I	understand	as	
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an	‘affective	gaze’.	This	is	a	tactile	and	body-centred	response	that	extends	the	
experience	of	looking	at	the	landscape	itself.	
My	practice	entails	the	making	a	body	of	black-and-white	photographic	works,	
through	traditional	photographic	(analogue)	techniques.	Images	are	captured	during	
a	sustained	process	of	my	moving	through	the	landscape	contemplatively	over	days	
or	weeks.	The	surface	of	the	initial	print	is	then	manipulated	through	various	hands-
on	darkroom	processes.	This	involves	reworking	images	on	multiple	occasions	
materially,	on	positive	and	negative	papers	and	transparencies.	This	includes	working	
with	residues	of	dust,	scratches,	fingerprints	and	chemical	markings.	Here	these	
gestures	are	designed	to	address	the	situated	experience	that	was	first	encountered	
directly	in	the	landscape.		
I	understand	the	endpoint	of	this	methodology	to	be	an	image	where	the	
objectified	illustration	is	dissipated	and	the	materiality	of	the	landscape	touches	not	
only	the	eye,	but	the	body	directly.	The	‘affective	gaze’	in	this	research	is	not	a	view	of	
the	landscape	that	necessarily	privileges	or	contains	a	distant	horizon,	but	a	gaze	that	
imparts	the	landscape’s	physicality	by	creatively	incorporating	touch,	body	and	
movement	techniques	in	the	image’s	production.	Although	not	solely	feminist,	this	
image	arrives	here	from	and	responds	to	Kristeva’s	call	‘to	create	a	space	for	an	
“inner	zone”	–	a	secret	garden,	an	intimate	quarter’	(Kristeva	1995:	27).		
	 v	
CONTENTS	
	
List	of	Illustrations	 	 	 	 	 	 	 viii	
Acknowledgements		 	 	 	 	 	 	 xi	
Introduction	1	
Chapter	1:	The	tradition	of	landscape		 	 	 	 6	
	 	 1.1	Landscape	as	a	philosophy	–	from	Berger	to									 8																													
	 	 Cosgrove	to	Mitchell		
	 	 1.2	Landscape	and	gender		 	 	 	 	 11	
	 	 1.3	Ruskin’s	pathetic	fallacy		 	 	 	 	 12	
	 	 1.4	Visual	pleasures	of	the	beautiful	and	sublime		 	 13	
	 	 1.5	The	picturesque	and	colonial	gaze		 	 	 17	
	 	 1.6	Paul	Carter’s	framing	landscape	through	methexis		 20	
Chapter	2:	Framing	feminism	and	ecological	thinking	towards					 23																						
	 	 new	ways	of	looking	and	making		
	 	 2.1	Feminist	and	ecological	thinking:	towards	an												 28					
	 	 ecofeminist	approach	to	landscape	and	self		
	 	 2.2	Material	thinking,	agency	and	the	rhizome		 	 32	
	 	 2.3	Theorising	affect		 	 	 	 	 	 36	
	 	 2.4	Karen	Barad’s	agential	realism	and	intra-action			 38	
	 	 2.5	Donna	Haraway	and	situated	knowledges		 	 42	
	 	 2.6	Indexicality	and	photo-practice		 	 	 	 44	
	 	 2.7	Barbara	Bolt	and	the	performative	function	in	art		 46	
	 	 2.8	Mieke	Bal	and	the	visual	rhetoric		 	 	 50	
	 	 2.9	Ways	of	looking:	the	gaze	and	the	glance		 	 51	
	
	 vi	
Chapter	3:	Redirecting	the	gaze:	artists	and	landscape	practice		 54	
	 	 3.1	Christl	Berg		 	 	 	 	 	 55	
	 	 3.2	Anne	Ferran		 	 	 	 	 	 58	
	 	 3.3.	Joyce	Campbell		 	 	 	 	 	 63	
	 	 3.4	Brook	Andrew		 	 	 	 	 	 66	
	 	 3.5	Michael	Snow		 	 	 	 	 	 69	
	 	 3.6	James	Benning		 	 	 	 	 	 71	
	 	 3.7	Thomas	Joshua	Cooper		 	 	 	 	 74	
CHAPTER	4:	Reflections	on	the	exhibition,	field	work	and										 78					
studio	process		
	 	 4.1	Kinaesthesia		 	 	 	 	 	 81	
	 	 4.2	Duration		 	 	 	 	 	 	 82	
	 	 4.3	Dialogue	 		 	 	 	 	 	 82	
	 	 4.4	Tasmania		 	 	 	 	 	 	 84	
	 	 4.5	The	work:	artist	as	thinker,	artist	as	marker,												 85																						
	 	 artist	as	viewer		
	 	 4.6	PART	1	:	The	walking.	The	meandering.	The	sitting.				 88						
	 	 The	looking.		The	stroking.	The	sorting.	The	dancing.	
	 	 4.7	The	walking		 	 	 	 	 	 89	
	 	 4.8	The	meandering		 	 	 	 	 	 90	
	 	 4.9	The	sitting		 	 	 	 	 	 91	
	 	 4.10	The	looking		 	 	 	 	 	 92	
	 	 4.11	The	stroking		 	 	 	 	 	 94	
	 	 4.12	The	sorting		 	 	 	 	 	 95	
	 	 4.13	The	dancing		 	 	 	 	 	 97	
	 	 4.14	PART	2:		The	photographs		 	 	 	 99	
	 vii	
	 	 4.15	Single	works	from	the	exhibition		 	 	 110	
	 	 4.16	Exhibition	layout		 	 	 	 	 113	
	 	 4.17	Exhibition	framing	document		 	 	 	 116	
Conclusion		 	 	 	 	 	 	 	 120	
References		 	 	 	 	 	 	 	 126	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	 viii	
List	of	Illustrations	
	
	 1.	Christl	Berg,	Remnants,	2000,	gelatin	silver	photogram,	103.5	448.3	×	
	 448.3	103.5	cm	
	 2.	Harry	Nankin.	Syzygy	11/Carinae	A,	diptych,	2011,	12/Scorpius	B	
	 triptych,	2016	Syzygy	21/Beta	Centauri	triptych,	2016.	Two-toned	
	 gelatin	silver	films	each	mounted	on	a	starphire	glass	pane	with	screen-
	 printed	circular	mask	on	opposite	face.	Each	glass/film	pane	335	x	355	x	
	 4	mm.	
	 3.		Anne	Ferran,	Untitled,	from	‘Lost	to	worlds’,	2008,	digital	prints	on	
	 aluminium,	120	x	120	x	0.2	cm	
	 4.		Anne	Ferran,	Untitled,	from	‘Lost	to	worlds’,	2008,	digital	prints	on	
	 aluminium,	120	x	120	x	0.2	cm	
	 5.		Wendy	Beatty,	Untitled,	‘Ecological	Landscape	Series’	(2010–16),	
	 gelatin	silver	print,	90	x	110	cm	
	 6.		Joyce	Campbell	2010,	The	falls	with	spirit	flame,	‘Te	taniwha’	series,	
	 gelatin	silver	fibre-based	print	from	an	ambrotype	
	 7.	Joyce	Campbell	2010,	Given	the	waterfall,	‘Te	taniwha’	series,	gelatin	
	 siver	fibre-based	print.	
	 8.	Brooke	Andrew,	Possessed	VI,	2015,	gelatin	silver	fibre	gloss	print,	
	 163	x	127	cm	
	 9.	Brooke	Andrew,	Possessed	VII,	2015,	gelatin	silver	fibre	gloss	print,	
	 127	x	158	cm	
	 10.		Brooke	Andrew,	Possessed	V,	2015,	gelatin	silver	fibre	gloss	print,	
	 127	x	148	cm	
	 11.		Michael	Snow	1969	with	the	machine	he	and	Pierre	Abeloos	
	 designed	to	film	La	Région	Centrale,	Northern	Quebec	
	 12.		Michael	Snow,	La	Région	Centrale,	1971,	16mm	film,	colour,	sound,	
	 180	minutes	
	 13.		Wendy	Beatty,	Untitled,	Ecological	landscape	series	(2016),	gelatin	
	 silver	print,	110	x	153	cm	
	
	 ix	
	 14.		Thomas	Joshua	Cooper,	2010/2014,	Last	good	byes—hidden	
	 dangers.	Weeping	Willows	on	the	Trail	of	Tears,	The	East	Bank	of	the	
	 lower	Mississippi	River,	Trail	of	Tears	State	Park,	near	Jackson,	Cape	
	 Girardeau	County,	Mississippi,	USA,	selenium-toned	chloro	Abromide	
	 gelatin	silver,	91	x	71	cm	
	 15.		Thomas	Joshua	Cooper	2009,	The	Three	Sails,	The	Continental	Ice	
	 Shelf,	Patriot	Hills,	Ellsworth	Land,	Antarctica,	2007-2008,	80°	17.994’	S,	
	 selenium	and	gold	chloride	toned	silver	gelatin	print	101.6	x	137.16	cm	
	 16.		early	trail,	ecological	landscape	#8,	5’	x	4’	film,	gelatin	silver	print,	
	 90	x	110	cm	
	 17.		early	trail,	pinhole	on	maco	genius	film	and	gelatin	silver	paper,	
	 20.3	x	25.4	cm	
	 18.		early	trail,	direct	contact	prints	in	landscape,	gelatin	silver	print,	
	 20.3	x	25.4	cm	
	 19.		Selected	field	notes	from	journal	
	 20.		The	walking,	Hartz	Peak	(exhibition	video	duration	31.11	minutes)	
	 21.		The	meandering,	Hartz	Mountains	National	Park	(exhibition	video	
	 duration	10.10	minutes)	
	 22.		The	sitting,	Hartz	Peak	(exhibition	video	duration	10.31	minutes)	
	 23.		The	looking,	Hartz	Peak	(exhibition	video	duration	32:45	minutes)	
	 24.		Working	with	inter-negatives,	marking	through	tactile	and	chemical	
	 processes	(exhibition	video	duration	11:04	minutes)	
	 25.		Sorting	through	numerous	proof	prints	(exhibition	video	duration	
	 19.08	minutes)	
	 26.		Printing	final	photographs	in	the	darkroom	(exhibition	video	
	 duration	9:50	minutes)	
	 27.		Wendy	Beatty	2016,	Untitled	#	4,	Landscape	Series,	gelatin	silver	
	 print,	110	x	153	cm	
	 28.		Wendy	Beatty	2016,	Untitled	#	12,	Landscape	Series,	gelatin	silver	
	 print,	120	x	161	cm	
	 29.		Wendy	Beatty	2016,	Untitled	#	8,	Landscape	Series,	gelatin	silver	
	 print,	100	x	164	cm	
	 x	
	
	 30.		Wendy	Beatty	2016,	Panorama,	Landscape	Series,	gelatin	silver	
	 prints,	5	x	print	panorama	Untitled	#17,	#46,	#9,	#35,	#115,	94	x	943	
	 cm,	#61,		93	x	123	cm,	#24,	95	x	122	cm	
	 31.		Wendy	Beatty	2016,	Triptych,	Landscape	Series,	gelatin	silver	print,	
	 untitled	#130,	93	x	121	cm,	#109,	94	x	123	cm,		#113,	94	x	123	cm	
	 32.		Wendy	Beatty	2016,	Untitled	#	81,	Landscape	Series,	gelatin	silver	
	 print,	100	x	160	cm	
	 33.		Wendy	Beatty	2016,	Untitled	#	11,	Landscape	Series,	gelatin	silver	
	 print,	99	x	155	cm	
	 34.		Figure	Wendy	Beatty	2016,	Untitled	#	11,	Landscape	Series,	gelatin	
	 silver	print,	99	x	155	cm	
	 35.		Wendy	Beatty	2016,	Untitled	#	81,	Landscape	Series,	gelatin	silver	
	 print,	100	x	160	cm	
	 36.		Wendy	Beatty	2016,	Untitled	#	6,	Landscape	Series,	gelatin	silver	
	 print,	101	x	163	cm	
	 37.		Wendy	Beatty	2016,	Untitled	#	12a,	Landscape	Series,	gelatin	silver	
	 print,	99	x	157	cm	
	 38.		Wendy	Beatty	2016,	Untitled	#	3,	Landscape	Series,	gelatin	silver	
	 print,	102	x	162	cm	
	 39.		Wendy	Beatty	2016,	Untitled	#	8,	Landscape	Series,	gelatin	silver	
	 print,	100	x	164	cm	
	 40.	Wendy	Beatty	2016,	Untitled	#	12.1,	Landscape	Series,	gelatin	silver	
	 print,	99	x	151	cm	
	 41.	Wendy	Beatty	2016,	Untitled	#	4,	Landscape	Series,	gelatin	silver	
	 print,	110	x	153	cm	
	 42.	Wendy	Beatty	2016,	Untitled	#	12,	Landscape	Series,	gelatin	silver	
	 print,	120	x	161cm	
	 43.	Wendy	Beatty	2016,	Exhibition	‘Landscapes’,	Project	Space,	Deakin	
	 University,	Waterfront	Geelong,	14–	20	September,	2016	
	 44.	Wendy	Beatty	2016,	Exhibition	framing	document	
	
	 xi	
ACKNOWLEDGEMENTS	
	
I	would	like	to	acknowledge	and	express	my	sincere	thanks	to	my	supervisor	Dr	Dirk	
De	Bruyn	for	his	unwavering	support	of	my	Ph.D.	study,	for	his	patience,	motivation,	
immense	knowledge	and	selfless	time	and	care.	This	accomplishment	would	not	have	
been	possible	without	this	on-going	support	and	mentoring.	Thank	you.	
	
I	am	also	grateful	to	Dr	Estelle	Barrett	for	her	immeasurable	wisdom,	encouragement,	
insightful	comments	and	guidance	in	starting	me	off	on	this	journey	and	incented	me	
to	ask	the	hard	questions	and	widen	my	research	and	practice	from	various	
perspectives.	
	
My	thanks	also	extends	to	Dr	Andrea	Gallant,	Dr	Patrick	West,	and	Dr	Glen	D’Cruz	
who	provided	critical	feedback	and	support	in	the	final	stages.		
	
I	thank	Deakin	University	for	providing	me	with	a	postgraduate	award	scholarship	to	
help	start	my	research.	
	
I	would	like	to	thank	the	wonderful	technician	team,	Brad	Axiak,	Katie	Banakh,	and	
colleague	and	friend,	Torika	Bolatagici	for	giving	up	their	weekend	to	help	install	the	
exhibition,	and	provided	much	needed	words	of	encouragement	and	friendship.		
	
Last	but	by	no	means	the	least,	I	would	like	to	thank	my	family:	my	hard-working	
parents	Jennifer	and	Nelson,	who	put-on-hold	their	own	time	to	help	with	vast	hours	
of	baby-sitting	duties,	afterschool	pick-ups	and	sleepovers.		I	thank	them	for	their	
unconditional	support,	understanding,	love,	humour	and	for	doing	the	washing,	
without	whom,	I	would	not	have	made	it	this	far.	
	
I	also	extend	my	deepest	gratitude	to	James	and	my	two	beautiful	children,	Clover	
and	Rhyme,	for	their	patience,	acceptance	and	belief	in	me	and	this	project.		Thank	
you	for	encouraging	me	to	dig-deep,	to	keep	going	and	generously	understanding	and	
giving	me	the	time	and	space	to	do	so.	In	this,	I	dedicate	this	research	to	them.	
	 1	
Introduction		
This	practice-led	research	centres	around	the	concept	of	a	feminist-influenced,	
ecological	‘affective	gaze’.	It	is	comprised	of	the	exhibition	‘Landscapes’	presented	at	
the	Project	Space,	Deakin	University,	Waterfront	Campus	from	14	to	20	September	
2016.	This	exhibition	was	accompanied	by	a	2000-word	framing	document	entitled	
Contemporary	photographic	landscape	practices	and	the	affective	gaze,	which	
addressed	and	mapped	the	format	of	the	exhibition	itself.	This	thesis	is	further	
comprised	of	this	40,000-word	document	and	bibliography	as	exegesis	to	the	
exhibition.	The	exegesis	is	broken	down	into	this	introduction,	a	conclusion	and	four	
chapters.	
The	exegesis	registers	my	ongoing	dialogue	between	studio	practice	and	
academic	research.	The	creative	practice	is	drawn	from	a	sense	of	self	and	its	
mediation	with	the	landscape.	This	is	an	experience	that	draws	on	a	certain	affect	and	
intra-actions	that	residue	within	a	tactile	body	and	sensory	experience	outside	of	
historical	or	Marxist	frameworks.	I	am	led	through	an	intuitiveness	of	movement	and	
record	of	this–	which	happens	both	within	the	physical	act	of	being	in	the	landscape	
itself	and	in	the	studio.	Through	this	exploration	I	attempt	to	renegotiate	boundaries	
of	expression	and	social	expectations	–	personally,	politically	and	artistically.	This	
involves	extending	aesthetic	and	viewing	strategies	beyond	traditional	modes,	
towards	an	understanding	of,	and	active	engagement	with,	a	multifaceted,	embodied	
vision	of	landscape.	This	trajectory	is	performed	through	my	photographic	practice.	It	
involves	the	making	of	a	body	of	black-and-white	photographic	works	of	the	
Tasmanian	landscape	using	traditional	(analogue	and	chemical)	approaches	to	image	
production.	Two	core	research	questions	propel	this	research:	
Question	1:	In	what	ways	does	creative	photographic	practice,	framed	within	
ecofeminist	thinking,	challenge	representations	of	the	landscape	and	the	patriarchal	
ordering	of	nature?		
Question	2:	How	can	a	feminist	and	ecological	practice	negotiate	such	patriarchal	
codifications	of	the	landscape	to	arrive	at	an	alternative	practice	of	looking?	What	
processes	produce	such	an	affective	gaze?		
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This	study	is	partly	generated	from	my	previous	Master	of	Art	research,	which	re-
evaluated	traditional	relationships,	assumptions	and	discourses	surrounding	
representations	of	the	female	body.	I	drew	on	examples	of	the	female	body	as	they	
appeared	in	work	of	contemporary	women	artists.	This	study	assessed	how	viewing	
pleasure	had	customarily	been	structured	in	ways	that	objectified	and	negated	
women’s	pleasure	and	creative	practice.	I	illustrated	there	how	creative	feminist	
practice	identified	and	re-figured	the	voyeuristic	gaze,	and	argued	that	in	order	to	
expand	possibilities	for	female	viewing	pleasures,	there	is	a	need	to	appropriate	
structures	that	were	once	resisted.	In	this	current	study,	I	am	expanding	upon	these	
ideas	and	on	feminist	constructions	of	multiple	visual	pleasures,	the	gaze,	and	
photographic	practice:	specifically,	how	these	concerns	relate	to	photographic	
landscape	practice.	This	specific	landscape	focus	enables	me	to	understand	more	
clearly	my	intimate	and	evolving	relationship	with	the	Tasmanian	landscape.	There	is	
an	understanding	in	this	new	study	that	structures	that	were	once	resisted	need	to	be	
appropriated	but,	importantly,	they	also	need	to	be	transformed.	The	landscape	
images	in	this	series	of	work	are	of	particular	personal	significance.	All	images	that	
contribute	to	this	research	are	taken	from	the	Huon	valley	and	Hartz	Mountains	
National	Park,	where	I	was	residing	at	the	time	(2009–13).	This	is	an	important	
consideration	given	the	performative	nature	of	this	research,	which	I	expand	on	in	
Chapter	4.	
Each	chapter	addresses	key	areas	of	investigation	and	reflective	practice.	The	
first	two	chapters	are	based	more	on	theory	and	relate	most	clearly	to	the	first	core	
research	question.	This	trajectory	moves	from	a	review	of	historic	notions	of	
landscape	practice	in	Chapter	1	through	to	a	discussion	of	contemporary	theory	that	
resonates	with	my	own	practice	in	Chapter	2.	Chapter	3	presents	a	review	of	
contemporary	artists	working	with	landscape.	Chapter	4	is	an	examination	of	my	own	
practice	as	presented	in	the	exhibition	and	expands	on	the	issues	discussed	in	the	
framing	document.	
Chapter	1	looks	at	the	historical	implications	of	aesthetics	and	landscape	
practice.	It	focuses	on	how	the	landscape	has	been	culturally	codified	via	traditional	
understandings	and	representations,	including	notions	of	the	sublime,	the	
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picturesque	and	the	colonial	gaze.	This	is	done	by	considering	the	work	of	John	Ruskin	
(1843),	Kenneth	Clark	(1949),	John	Berger	(1972),	Denis	Cosgrove	(1984),	Paul	Carter	
(1996)	and	WJT	Mitchell	(1998);	it	includes	questioning	commonly	held	assumptions	
relating	to	aesthetics	and	the	gaze,	and	reviewing	power	structures	that	are	habitually	
communicated	through	social	and	political	constructs	of	landscape.		
Chapter	2	focuses	on	the	broader	effects	and	implications	of	traditional	
codification,	and	reviews	predominantly	feminist	and	ecological	responses	to	it.	This	
discussion	provides	the	basis	for	both	my	analytical	framework	and	the	reading	of	my	
creative	practice.	It	is	the	most	extensive	of	the	four	chapters	and	establishes	the	
underpinning	and	context	of	practice-led	discussion	extended	upon	in	Chapters	3	and	
4.	Chapter	2	centres	on	the	ways	ecological	and	feminist	philosophy,	through	a	
breakdown	of	binary	structures,	challenge	traditional	approaches	to	landscape	
practice.	I	draw	on	ecofeminism	philosophy	as	a	means	of	connecting	feminist	
concerns	with	environmental	consciousness	and	in	order	to	define	contemporary	art	
through	‘ecological’	practice	(Warren	1996,	2000,	Merchant	1985,	Rose	1993,	
Plumwood	1993,	Korsmeyer	1995).	I	further	draw	upon	feminist	theorists	such	as	Rosi	
Braidotti	(2011),	Elizabeth	Grosz	(2005)	and	Donna	Haraway	(2009)	who	have	
identified	notions	of	self	and	subjectivity	outside	of	normative	dualistic	
understandings.	To	examine	and	re-evaluate	notions	of	power	structures	and	the	
gaze,	I	draw	Mieke	Bal’s	‘visual	rhetoric’	(2006)	and	Norman	Bryson’s	conceptualising	
of	‘the	glance’	(1983).	Brain	Massumi’s	and	Karen	Barad’s	use	of	affect	is	a	valuable	
tool	for	interrogating	new	ways	of	looking	and	making.	This	view	sources	Barad’s	
notions	of	agential	realism	and	her	concepts	of	diffraction	and	intra-action.	Barbara	
Bolt’s	(2004)	formalising	of	a	performative	function	in	art	also	set	a	theoretical	
foundation	for	this	project.	Bolt’s	position	stresses	the	significance	of	agency	and	
material	practice	as	a	means	for	communicating	landscape’s	subjectivity.		
My	response	to	Question	2	is	detailed	most	extensively	in	Chapters	3	and	4.	It	
is	here	that	any	contribution	to	new	knowledge	resides.	Chapter	3	looks	at	
contemporary	artists	who	explore	landscape	in	their	work	in	ways	that	resonate	with	
my	own.	These	artists	address	and	perform	the	concerns	identified	through	the	
theoretical	readings	in	Chapter	2.	Chapter	3	illustrates	how	contemporary	visual	
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practice	negotiates	certain	viewing	structures	and	understandings,	which	challenge	
traditional	ways	of	viewing	and	perceptions	of	traditional	power	structures.	I	examine	
how	artists	who	share	an	awareness	of	ecofeminist	concerns	have	engaged	with	
creative	practice	and	interpretations	of	‘landscape’.	This	includes	investigating	
sociological,	political,	ecological,	feminist	and	formal	aesthetic	concerns	that	reveal	
alternative	practices	of	looking.	This	is	through	feminist-based	thinking	(Anne	Ferran	
and	Christl	Berg)	or	thinking	that	incorporates	an	indigenous	view	of	knowledge	about	
the	land	(Brooke	Andrew,	Joyce	Campbell	and	Thomas	Joshua	Cooper).	This	
discussion	illustrates	how	their	work	not	only	supports	and	extends	the	theoretical	
practice	discussed	in	Chapter	2,	but	also	provides	a	context	for	locating	my	own	
practice,	discussed	in	Chapter	4.		
In	Chapter	4,	I	analysis	my	own	studio	practice	and	discuss	the	outcomes	of	
this	studio-	and	field-based	research.	I	further	illustrate	and	assess	how	photographic	
practices	build	upon	the	notion	of	ecological	and	affective	gaze	and	the	significance	of	
this	relationship	to	contemporary	feminists	and	ecological	practice.	I	draw	on	the	
terms	kinaesthesia,	duration	and	dialogue	and,	to	outline	the	direct	encounter	
through	the	material	environment,	the	body	and	creative	practice.	This	discussion	is	
framed	through	the	narrative	of	the	exhibition,	which	focuses	on	the	process	of	
making	as	well	as	the	photographs	themselves.	This	section	also	references	field	
notes	and	videos	presented	as	part	of	the	exhibition	and	uses	the	nomenclature	used	
to	map	out	my	process	in	the	exhibition:	the	walking,	the	meandering,	the	sitting,	the	
looking,	the	stroking,	the	sorting,	the	dancing,	the	photographs.		
My	conclusion	brings	these	four	chapters	back	together	and	re-addresses	the	
two	research	questions	registered	previously,	provides	a	review	and	summary	of	the	
critical	characteristics	of	such	an	alternative	practice,	and	indicates	fertile	areas	for	
further	research	and	analysis.	The	aim	of	this	study	is	to	propose	an	alternative	way	of	
engaging	with	landscape	and	creative	practice.	I	argue	that	through	material	practice	
and	theories	of	affect,	framed	within	ecofeminist	thinking,	new	ways	of	looking	and	
making	can	emerge	that	account	for	an	embodied	subjectivity.	This	argument	
contributes	to	a	re-gendering	of	visual	culture	as	a	way	of	expanding	and	regenerating	
our	perceptions	of	contemporary	landscape	–	one	that	discards	traditional	
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oppositions.	I	suggest	that	the	emergence	of	new	meanings,	arrived	at	through	
creative	practice,	has	broader	implications	for	refiguring	our	understandings	of	
relationships	between	landscape,	art	and	power.		
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Chapter	1	
The	tradition	of	landscape	
Defining	landscape	is	a	difficult	task.	It	requires	a	visit	to	some	of	the	theory	and	
philosophy	that	has	shaped	its	current	meaning.	An	understanding	of	landscape	is	
tied	to	our	perception	of	the	‘natural’	and	‘physical’	sense	of	environment	and	
geography.	The	term	landscape	first	appeared	in	Western	Europe	in	the	16th	century	
as	a	painting	term	defined	by	Middle	Dutch	as	lantscap.	Today,	in	a	broad	sense,	the	
term	landscape	describes	the	visible	features	of	an	area	of	land,	often	rural,	natural	
scenery,	and	considered	in	terms	of	aesthetics.	
As	an	artist,	making	work	about	landscape	in	an	Australia	context,	it	is	significant	to	
acknowledge	indigenous	impact	on	the	shaping	of	current	understanding	of	the	term	
landscape.	I	add	here	Marcia	Langton’s	voice	to	stress	the	different	relationship	to	the	
landscape	held	by	indigenous	cultures	and	settlers	as	‘divergently	imagined’	(Langton	
2000:	14).	Langton	points	to	the	long	historical	relationship	that	Aboriginal	people	
have	to	the	land,	riddled	with	traces	of	these	interactions:	‘whereas	settlers	see	an	
empty	wilderness,	Aboriginal	people	see	a	busy	spiritual	landscape,	peopled	by	
ancestors	and	the	evidence	of	their	creative	feats’	(Langton	2000:	14).	Physically	the	
landscape	has	been	reshaped	through	farming	and	fencing,	visually	and	symbolically	
through	art	and	verbally	through	law.	The	early-19th-century	‘Australian	artist’	
employed	an	imperial	gaze	absent	of	indigenous	ownership.	The	wilderness	was	
reshaped	to	suit	immediate	settler	needs.	Aboriginals,	on	the	other	hand,	continue	to	
define	a	busy,	spiritual	landscape.	Inspired	by	ancestral	storytelling,	documenting	
journeys,	their	visual	celebrations	detailed	a	coexistence	with	the	‘landscape’	or	
country.	It	is	the	empathic	coexistence	with	the	landscape,	and	the	visual	exploration	
of	this,	that	I	explore	in	this	project.		
My	research	begins	with	the	question	of	how	to	define	landscape	and	its	
relationship	to	contemporary	practice.	How	has	the	term	been	used	to	inform	not	
only	our	way	of	thinking	and	viewing	the	landscape,	but	also	our	way	of	constructing	
it?	I	question	landscape’s	relationship	to	aesthetic,	political	and	social	discourse,	and	
investigate	its	conceptual	underpinnings.	This	survey	underpins	my	core	research	
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question	outlined	in	the	introduction:	‘In	what	ways	does	creative	photographic	
practice,	framed	within	ecofeminist	thinking,	challenge	representations	of	the	
landscape	and	the	patriarchal	ordering	of	nature?’	This	also	establishes	a	framework	
and	understanding	of	‘landscape’	that	is	further	developed	in	Chapters	2	and	3	and	in	
reflection	of	my	creative	practice	in	Chapter	4.		
My	recognition	of	‘landscape’	within	this	study	extends	Bronwyn	Hanna’s	
interpretation	as	a	‘complex	representation	that	examines	aspects	of	natural,	built	or	
imagined	environments	and	stress	their	relationships	to	other	places	and	things’	
(Hanna	2003:	2).	Within	this	understanding,	I	do	not	always	use	the	term	landscape.	
Instead	I	characterise	landscape	to	encompass	notions	of	‘space	and	place’.	This	is	
guided	by	contemporary	theory	and	understandings	as	articulated	by	Michel	de	
Certeau	(1984),	Casey	(2005),	Cosgrove	and	Daniels	(1998)	and	Grosz	(2005).	My	
contention	is	a	positioning	of	aesthetics	and	notions	of	‘looking’	which	includes	
affective	engagement	of	process.	My	argument	stems	from	the	observation	that	
there	has	been	limited	review	of	the	‘landscape’	and	related	photo-creative	practices	
that	extends	both	prior-	and	post-initial	‘capture’.	My	contention	is	a	positioning	of	
aesthetics	and	notions	of	‘looking’	relating	to	the	landscape	which	includes	affective	
engagement	of	processes.	
By	looking,	we	form	a	point	of	reference	within	the	landscape;	we	frame	it,	we	
judge	it	on	various	constructed	qualities,	both	manmade	and	natural.	We	can	judge	
landscape’s	value	and	ability	to	capture	our	emotion	and/or	interest.	In	(re-)viewing	
‘landscape’	we	structure	a	response	based	on	a	set	of	values	and	ideals	based	on	our	
experience	and	prior	knowledge.	This	includes	our	social	and	cultural	experiences,	our	
lived	experience	of	that	place	and	our	understandings	of	aesthetic	merit.	Denis	E	
Cosgrove	(1984)	observes	that	‘landscape’	represents	a	particular	way	of	seeing	that	
includes	interactions	between	the	‘land’	and	social	relations.	Cosgrove	states	that:	
Landscape	is	a	way	of	seeing	that	has	its	own	history,	but	a	history	that	can	be	
understood	only	in	part	of	a	wider	history	of	economy	and	society;	that	it	has	its	own	
assumptions	and	consequences,	but	assumptions	and	consequences	whose	origins	and	
implications	extend	well	beyond	the	use	and	perception	of	land;	that	has	its	own	
techniques	of	expression,	but	techniques	which	it	shares	with	other	areas	of	cultural	
practice.	(Cosgrove	cited	in	DeLue	&	Elkins	2008:	20)	
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In	this	review	I	move	through	a	number	of	critical	writers	engaging	with	the	
landscape.	I	do	this	to	arrive	at	a	productive	view	of	looking	at	the	landscape,	one	that	
delivers	a	good	fit	with	my	own	creative	practice.	This	discussion	frames	my	own	
practice	of	landscape	photography.	Kenneth	Clark	(1976)	understands	looking	as	a	
spiritual	activity,	whilst	John	Berger	(1972)	frames	his	looking	more	in	terms	of	the	
economy	in	which	the	image	is	constructed.	Denis	Cosgrove	(1984)	extends	Berger’s	
position	to	underline	the	importance	of	the	human	impact	on	the	landscape,	whilst	
WJT	Mitchell	(1994)	points	out	that	a	landscape	image	not	only	makes	evident	power	
relations	operating	during	its	production,	but	that	the	image	itself	is	an	instrument	of	
cultural	power.	Importantly	for	articulating	a	feminist	perspective,	Adams	and	Guerzin	
(2001)	build	on	these	insights	to	highlight	the	contemporary	need	to	incorporate	
notions	of	gender.	I	also	touch	on	John	Ruskin’s	(1856)	formulation	of	‘pathetic	
fallacy’	to	help	outline	considerations	of	aesthetics	in	conjunction	with	perceptual	and	
personal	(subjective)	experience.	I	further	review	this	line	of	thinking	through	the	
terms	‘visual	pleasures’,	the	‘beautiful’	and	the	‘sublime’.	This	chapter	ends	with	a	
discussion	of	the	picturesque	and	the	colonial	gaze.	Here	I	stress	the	work	of	Paul	
Carter	(1996,	2004),	who	has	suggested	a	critical	response	to	the	colonial	gaze,	a	view	
that	I	have	also	incorporated	into	my	own	practice.		
1.1	Landscape	as	a	philosophy	–	from	Berger	to	Cosgrove	to	Mitchell		
In	the	opening	paragraph	of	the	much-referenced	Art	into	landscape	(1949),	Sir	
Kenneth	Clark	defines	the	‘representable’	state	of	landscape	as	being	a	force	which	is	
‘surrounded	with	all	things	which	we	have	not	made	and	which	have	a	life	and	
structure	different	from	our	own’	(Clark	1949:	1).	For	Clark,	it	is	the	balanced	
relationship	between	the	real	and	human	intervention,	which	he	describes	as	the	
‘symbolism	of	landscape’.	Clark	states:	
We	are	surrounded	with	things	we	have	not	made	and	which	have	a	life	and	structure	
different	from	our	own:	trees.	Flowers,	grasses,	rivers,	hills,	clouds.	For	centuries	they	
have	inspired	us	with	curiosity	and	awe.	They	have	been	objects	of	delight.	We	have	
recreated	them	in	our	imaginations	to	reflect	our	moods.	And	we	have	come	to	think	
of	them	as	contributing	to	an	idea,	which	we	called	nature.	Landscape	painting	marks	
the	stages	in	our	conception	of	nature.	Its	rise	and	development	since	the	middle	ages	
is	part	of	a	cycle	in	which	the	human	spirit	attempted	once	more	to	create	a	harmony	
with	its	environment.	(Clark	1949:	1)		
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Through	this	understanding,	the	value	and	aesthetic	grounding	of	landscape	resides	in	
its	symbolic	and	formal	representational	attributes.	Clark	states	that	‘the	ideal	
landscape	was	closely	connected	with	the	landscape	of	symbols.	Both	inspired	by	a	
dream	of	the	earthly	paradise,	both	sought	to	create	a	harmony	between	man	and	
nature’	(Clark	1949:	71).	In	contrast,	John	Berger	considers	Clark’s	view	a	form	of	
mystification.	Berger	sees	the	genre	of	landscape	in	Marxist	terms,	as	primarily	about	
capitalist	property	relations.	From	Berger’s	(1972)	art	historical/philosophical	
position,	to	fully	appreciate	‘landscape’	there	is	a	need	for	a	conscious	separation	
between	human/nature,	or	subject/object.	That	is,	by	‘looking’,	we	encounter	a	sense	
of	disconnection	between	self	(the	thinking-feeling	self)	and	object	(the	physical	or	
imagined	space).	John	Berger	suggests	that	this	‘way	of	seeing’	(Berger	1972:	11)	is	
loaded	with	‘assumptions’	that	no	longer	accord	with	world	as	now	‘it	is	more	than	
pure	objective	fact,	it	includes	a	consciousness’	(Berger	1972:	11).	For	Berger,	a	
landscape’s	meaning	is	constructed	through	a	Cartesian	dualism.	The	aesthetic	and	
expressive	value	of	landscape	stands	for	an	object	(land	in	the	physical,	material	
sense).	The	subjective	‘self’	resides	in	the	logic	of	the	mind	and	is	arrived	through	an	
appreciation	embedded	in	cultural	understandings.	Through	‘looking’	we	conceive	of	
the	landscape,	take	in	its	hills,	mountains,	but	our	appreciation	comes	from	our	
rational	faculties.	For	Berger	this	rationality	incorporates	our	assumptions	concerning	
beauty,	truth,	genius,	civilization,	form,	status,	taste	(Berger	1972:	7).	Our	fully	
embodied	experience	of	landscape,	one	that	accounts	for	mind	and	body,	is	heavily	
embedded	with	our	understanding	of	the	self/other.		
Denis	E	Cosgrove’s	contemporary	critique	of	the	term	‘landscape’	expands	
upon	Clark’s	‘symbolic’	interpretation	to	focus	on	a	more	ideologically	driven	
understanding	of	the	term.	In	Social	formation	and	symbolic	landscape,	geographer	
Cosgrove	proposes	landscape	as	‘a	way	in	which	some	Europeans	have	represented	
to	themselves	and	to	others	the	worlds	about	them	and	their	relationship	with	it,	and	
through	which	they	have	commented	on	social	relations’	(Cosgrove	1984:	1).	
Cosgrove’s	understanding	underpins	his	socialist	concerns.	His	critique	within	a	
Marxist	framework	posits	landscape	as	an	ideological	concept:		
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[Landscape]	represents	a	way	in	which	certain	classes	of	people	have	signified	
themselves	and	their	world	through	their	imagined	relationship	with	nature,	and	
through	which	they	have	underlined	and	communicated	their	own	social	role	and	that	
of	others	with	respect	to	external	nature.	(Cosgrove	1984:	15)		
It	is	the	unifying	principle	of	landscape	from	the	‘active	engagement	of	the	human	
subject’	with	the	material	object	where	meaning	is	conceived	(Cosgrove	1984:	15).	
Landscape,	Cosgrove	suggests,	‘denotes	the	external	world	mediated	through	
subjective	human	experience	in	a	way	that	neither	region	nor	area	immediately	
suggest’	(Cosgrove	1984:	13).	It	is	not	merely	the	world	we	see;	it	is	a	‘construction,	a	
composition	of	that	world’	which	encompasses	and	extends	beyond	‘the	visual	and	
functional	arrangement	of	natural	and	human	phenomena’	(Cosgrove	1984:	15).	Here	
Cosgrove	focuses	attention	back	to	the	inescapable	relationship	between	the	history	
of	nature,	the	materiality	of	land[scape]	and	the	social/cultural	implications	of	human	
agency	on	the	physical	environment.	The	emphasis	here	relies	on	conceptualising	
landscape	as	a	social	product,	yet	one	that	occupies	a	space,	time	and	an	embodied	
subjectivity.		
In	writing	Landscape	and	power	(1998),	WJT	Mitchell	identifies	the	significance	
of	landscape	as	‘cultural	medium’.	He	states	that	landscape	plays	a	‘double	role’	as	it	
‘naturalizes	a	cultural	social	construction’	and	represents	‘an	artificial	world	as	if	it	
were	simply	given	and	inevitable’	(Mitchell	1994:	2).	Mitchell	also	points	to	an	
operational	function	in	landscape’s	representation	as	an	interaction	between	‘its	
beholder	in	some	more	or	less	determinate	relation	to	its	giveness	as	sight	and	site’	
(Mitchell	1994:	2).	Mitchell	questions	not	only	how	landscape	is	envisioned	in	media	
representation,	but	how	it	has	been	naturalised	by	a	history	of	association.	This	
includes	questioning	how	human	interactions	have	shaped	the	physical	environment	
and	our	readings	of	this.	The	significance	that	Mitchell	points	to	is	questioning	‘what	
the	environment	in	turn	does	to	us,	how	we	naturalize	it’	(Mitchell	1994:	2).	
Mitchell	describes	a	third	understanding	of	landscape	which	moves	away	from	
two	earlier	major	shifts	in	the	traditional	understanding	of	it.		
The	first	reading	of	landscape	is	closely	associated	with	modernist	ideas	that	
formulate	the	history	of	landscape	painting	‘as	a	progressive	movement	toward	the	
purification	of	the	visual	field’	(Mitchell	1994:	1).	In	Kenneth	Clark’s	analysis	of	
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landscape	in	art,	he	explores	a	style	where	people	were	‘apt	to	assume	that	the	
appreciation	of	natural	beauty	and	the	painting	of	landscape	is	a	normal	and	enduring	
part	of	our	spiritual	activity’	(Clark	1949:	15).		
Mitchell	describes	the	second	reading	of	landscape	as	associated	with	
postmodern,	interpretative	thinking.	Landscape	was	treated	with	semiotic	and	
hermetic	approaches	and	pure	formal	readings	were	discarded	in	favour	of	‘allegory	
of	psychological	or	ideological	themes’	(Mitchell	1994:	1).	Such	analysis	is	evident	in	
Denis	Cosgrove’s	symbolic	readings	of	landscape	described	above,	where	the	
landscape	takes	on	a	more	metaphorical	role.		
Mitchell	goes	on	to	propose	a	third	shift	in	our	envisioning	of	landscape,	one	
which	he	describes	as	a	more	comprehensive	model.	Mitchell	challenges	ideas	of	
what	landscape	(within	a	formal,	semiotic	critique)	does	and	how	it	functions	as	a	
cultural	practice,	suggesting	that	landscape	‘isn’t	merely	signifying	or	symbolize	
power	relations;	it	is	an	instrument	of	cultural	power’	(Mitchell	1994:	2).	This	
framework	allows	for	a	complex	reading	and	understanding	of	landscape.	The	
significance	here	is	the	shift,	questioning	of	and	highlighting	underlying	power	
structures.	These	underlying	structures	emphasise	notions	of	mastery	and	otherness.		
1.2	Landscape	and	gender		
Steven	Adams	and	Anna	Gruetzner	Robins	(2001)	renewed	readings	of	landscape	
posit	landscape	in	relation	to	gender	discourse,	with	a	particular	focus	on	political	and	
social	relationships.		Gendering	Landscape	Art	(2001),	edited	by	Adams	and	Gruetzner	
Robins,	with	an	introduction	by	them,	addresses	the	‘imbalance’	of	the	‘real,	symbolic	
and	imagined	spaces	that	men	and	women	inhabit’	and	the	associated	
social/political/historical	connotations	of	gender	which	have	invariably	been	
projected	onto	nature	and	landscape	(Adams	&	Gruetzner	Robins	2001:	5).	Adams	
identifies	the	gap	their	work	addresses:		
While	art	history	has	addressed	issues	of	gender,	and	landscape	art	has	been	analyzed	
from	the	vantage	point	of	social	history	and	cultural	studies	and	while	the	landscape	
has	been	problematized,	in	turn	by	feminist	geographers,	these	issues	have	yet	to	be	
re-aligned	so	that	landscape	art	has	been	thought	through	notions	of	gender.	(Adams	
&	Gruetzner	Robins	2001:	7)	
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Drawing	on	the	idea	of	‘landscape	as	a	culturally	and	politically	value-laden	form’,	the	
twelve	essays	range	from	examinations	of	material	practice,	psychoanalysis,	colonial	
studies	and	particular	geographies	that	emphasise	the	idea	of	landscape	as	being	far	
from	fixed	and	stable.	Instead,	they	show	landscape	relation	to	femininity	and	gender	
to	be	imbued	with	ongoing	and	conflicting	and	contradictory	meanings	(Adams	&	
Gruetzner	Robins	2001:	5).	Interestingly,	I	further	note	that	only	two	of	the	twelve	
essays	directly	reference	landscape	art	as	created	by	a	female	artist.	The	female	
artists	I	discuss	in	Chapter	3,	and	my	own	work,	are	a	small	step	in	addressing	this	
further	gap.	
In	the	light	of	Adams	and	Gruetzner’s	analysis,	landscape	has	been	defined	in	
terms	of	being	created,	viewed	and	critiqued	under	formal,	historical,	cultural	and	
social	systems	of	looking	and	understanding.	The	shifts	between	Clark	(1976),	Berger	
(1949,	1972),	Cosgrove	and	Mitchell’s	views	of	landscape	are	testament	to	this	
understanding.	More	often	than	not,	these	views	of	landscape	include	the	way	in	
which	landscape	representation	is	affected	by	commonly	held	assumptions	about	the	
gendering	of	Mother	Nature,	and	the	how	‘spaces’	are	conceived	either	through	
social	and	political	forces.		
1.3	Ruskin’s	pathetic	fallacy	
English	landscape	art	critic	John	Ruskin’s	17-year	detailed	account	in	Modern	painters	
(1843–60)	is	closely	tied	with	the	Romantic	ethos	of	aesthetics	as	emotion	over	
rational	thought.	Here,	Ruskin	envisions	a	passion	for	art-centred	understanding	
relating	to	the	articulate,	the	‘truth’	and	poetics	of	landscape	practice.	Through	a	
detailed	account	of	J.M.W	Turner’s	(1775-1851)	work,	Ruskin	presents	a	perception	
of	landscape	painting	practice	that	moves	between	understandings	of	the	idealisation	
of	the	Romantics	and	the	constructivism	of	formal	values.	Ruskin	engages	in	
enlightened	Renaissance	thinking.	He	emphasises	the	emotionally	driven	experience	
of	the	Romantics,	where	nature	triumphs	over	science,	emotion	over	the	rational.	
Ruskin’s	articulation	of	pathetic	fallacy	provides	a	useful	jumping-off	point	for	
considering	aesthetics	alongside	perceptual	and	personal	(subjective)	experience.	
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Drawing	upon	Ruskin’s	notions	of	the	pathetic	fallacy	helps	establish	a	relationship	to	
both	‘real’	and	the	imaginatively	depicted	landscape.		
Ruskin’s	pathetic	fallacy	asks	us	to	consider	our	tendency	to	falsely	attribute	
human	consciousness	of	feelings,	personality	and	motives	to	inanimate	objects	to	
nature.	This	transference	of	experience	through	material	process	is	an	important	
consideration	for	my	own	photographic	practice.	I	map	my	own	process	of	such	
transference	in	Chapter	4.	I	understand	this	as	a	method	designed	to	embrace	‘truths’	
often	obscured	by	other	methods.	I	suggest	that	the	more	‘imaginative’	depiction	of	
landscape	emerges	through	creative	processes	that	embody	subjectivity	in	relation	to	
place.	In	my	creative	practice,	I	explore	the	relationship	between	the	‘imagined’	and	
‘real’	sense	of	landscape.	This	includes	the	bodily	experience	of	‘place’,	in	conjunction	
with	the	physical	handling	and	encounter	of	various	photographic	processes.	My	
intention	is	not	one	of	an	isolating	process	from	self,	or	distancing	the	gaze	from	
experience.	Rather,	by	implicating	a	‘reality’	that	embraces	sensory	experience	as	a	
mode	of	aesthetics,	‘truth’	in	this	sense,	becomes	all-encompassing.	As	Ruskin	states:	
These	various	differences	from	reality	[it]	becomes	the	expression	of	the	power	and	
intelligence	of	a	companionable	human	soul.	In	all	this	choice,	arrangement,	
penetrative	sight,	and	kindly	guidance,	we	recognize	a	super	natural	operation,	and	
perceive,	not	merely	the	landscape	or	the	incident	as	in	a	mirror.	(Ruskin	V,	1856:	186–
87)		
Within	this	understanding,	the	pathetic	fallacy	allows	one	to	interact	empathically	
from	within	the	consciousness	of	another	human	being.	In	this	instance,	‘truth’	
becomes	a	phenomenological	truth.	That	is	a	progressive	truth	that	‘finds	no	discrete	
impression	to	be	definitive’;	rather,	it	emerges	through	experience	and	
intersubjectivity	(Couture	1998:	88).	Ruskin’s	reading	is	also	useful	when	responding	
to	current	understandings	of	an	ecological-self	(Mathews	1991).	Neil	Evernden	
observes	this	relationship	of	ecology	to	the	pathetic	fallacy	in	relation	to	metaphoric	
language	and	its	ability	to	communicate	the	speaker’s	immersion	in	place	(Evernden	
1978:	19).	Everndon	states:	
Once	we	engage	in	the	extension	of	the	boundary	of	the	self	into	the	‘environment’,	
then	of	course	we	imbue	it	with	life	and	can	quite	properly	regard	it	as	animate	–	it	is	
animate	because	we	are	a	part	of	it.	And,	following	from	this,	all	the	metaphorical	
properties	so	favored	by	poets	make	perfect	sense:	the	pathetic	fallacy	is	a	fallacy	only	
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to	the	ego	clencher.	Metaphoric	language	is	an	indicator	of	‘place’	–	an	indication	that	
the	speaker	has	a	place,	feels	part	of	a	place.	(Evernden	1978:	19)		
This	understanding	of	self	is	revealed	as	a	constant	and	ongoing	relatedness	and	
interconnectiveness	between	human	and	non-human.	It	enables	us	to	sense	and	
move	beyond	static	dualist	language	and	thinking.		
In	the	following	sections	of	this	chapter	I	look	at	the	critical	approaches	
relating	to	the	‘beautiful’	and	‘sublime’,	and	the	‘picturesque’	and	the	‘colonial’.	Each	
approach	bears	on	how	the	landscape	has	been	constructed	and	processed	via	
creative	photo-practice,	particularly	my	own.	Through	these	concepts	I	construct	
ideas	of	‘looking’	and	making	relevant	to	my	own	practice.	
1.4	Visual	pleasures	of	the	beautiful	and	sublime	
Immanuel	Kant	(1764)	and	Edmund	Burke’s	(1754)	reasoning	of	the	‘Beautiful’	and	
‘Sublime’	reveals	how	aesthetics	and	visual	pleasure	have	traditionally	been	
structured	in	Western	art.	Both	maintain	the	sublime	and	the	beautiful	as	mutually	
exclusive	concepts.	Kant	describes	this	as:	
Beautiful	and	sublime	are	not	the	same.	The	latter	swells	the	heart	and	makes	the	
attention	fixed	and	tense.	Therefore,	it	exhausts.	The	former	lets	the	soul	melt	in	a	soft	
sensation,	and,	in	that	it	relaxes	the	nerves,	it	lets	puts	the	feeling	into	a	gentler	
emotion.	(Kant	&	Goldthwait	1981:	79)	
Burke	and	Kant	both	acknowledged	a	universal	aesthetic,	located	in	‘landscape’.	This	
pertained	to	a	certain	idealisation	of	beauty	and	greatness.	To	experience	the	sublime	
would	mean	identifying	with	the	tension	and	the	sensation	of	pain	and	fear.	Pleasure	
comes	from	the	overcoming	of	fear,	the	realisation	that	one’s	life	was	not	genuinely	
threatened.	The	rational	forms	a	realisation;	it	is	the	oscillation	between	terror	and	
excitement	that	attracts	the	viewer	to	the	image.	Considered	in	a	much	more	
simplified	assessment	than	that	of	the	sublime,	the	‘beautiful’	stems	from	universal	
notions	pertaining	to	ideas	of	familiarity	and	affection	and	certain	complacency	
articulated	through	feminine	qualities	(Burke	1754).	Their	dichotomy	emphasises	not	
only	nature/culture,	subject/object	opposition	but	also	distinguishing	male/female	
attributes	(Rose	1993,	Freeman	1995,	Battersby	1998,	Korsmeyer	2004).	The	sublime	
draws	on	traditional	notions	of	the	masculine	(vastness,	powerful,	magnificence,	
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fearsome,	rational)	whilst	the	beautiful	emphasises	feminine	qualities	(small,	soft,	
bounded,	curved,	fragile,	nurturing,	emotive).	Geographer	Gillian	Rose	(1993)	
suggests	there	is	a	metaphorical	relationship	associated	with	landscape	thinking	that	
is	informed	through	the	gendering	mother	nature	and	power	values	associated	with	
the	gaze.	Rose	argues	that	‘the	sensual	topography	of	land	and	skin	is	mapped	by	a	
gaze	which	is	eroticised	as	masculine	and	heterosexual’	(Rose	1993:	97).  
Kant,	through	his	conceptualising	of	aesthetic	judgement	(1764),	suggests	that	
pleasure	is	articulated	in	both	the	sublime	and	beautiful,	as	an	interconnected	
awareness	of	rationality	and	subjective	judgement.	For	Kant	ideas	of	the	sublime	and	
beautiful	do	not	reside	in	the	object	itself,	but	instead	in	our	ability	to	transcend	the	
object/image	through	our	process	of	reason	and	logic.	Though	our	individual	
response	to	pleasure	may	be	perceived	as	‘subjective’,	it	does	not	principally	involve	
any	claim	about	the	properties	of	the	object	itself.	Instead,	‘aesthetic	judgments’	are	
achieved	by	negating	our	emotive	response	to	rational	processes	established	through	
a	priori	knowledge	and	collective	understanding.	When	confronted	with	an	aesthetic	
judgment,	it	does	not	necessarily	rely	solely	on	conceptualisation.	It	includes	the	
interconnection	between	subjective	senses	and	social	commonalities.	As	Kant	
suggests:	
I	here	offer	my	judgment	of	taste	as	an	example	and	on	an	account	of	which	I	ascribe	
exemplary	validity	to	it,	is	a	merely	ideal	norm,	under	the	presupposition	of	which	one	
could	rightfully	make	a	judgment	that	agrees	with	it	and	the	satisfaction	in	an	object	
that	is	expressed	in	it	into	a	rule	for	everyone.	(Kant,	trans.	Guyer	&	Matthews	2000,	
5:239)	
Here,	aesthetic	categories	of	visual	pleasure	are	grounded	on	a	psychology	of	
rationality,	disinterestedness	and	mastery.	Both	Kant	and	Burke	set	up	a	particular	
model	of	aesthetics	that	positions	both	landscape	and	women	(both	as	a	physical	and	
symbolic	constructs)	as	Other.	Through	its	claim	of	mastery,	the	traditional	notion	of	
the	beautiful	and	sublime	negates	a	feminine,	empathic	viewing	position	and	
pleasure.	In	Kant	and	Burke’s	view,	our	experience	of	visual	pleasure	upon	viewing	or	
encountering	landscape	is	separate	from	our	innate	subjective-self	and	personal	
experience.	Rationality,	which	emphasises	a	distanced,	objectifying	structure	of	
aesthetics	and	experience,	is	based	on	a	(typically)	patriarchal	understanding	of	
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pleasure	and	practice.	Here	pleasure	is	dependent	and	maintained	through	Cartesian	
notions	of	nature/culture	dualism.	The	structuring	of	male/female	attributes	(with	
male	being	privileged	over	female,	rational	over	emotional,	nature	over	culture)	
restricts	and	oppresses	women’s	active,	artistic	and	social	participation	in	landscape	
practice.	The	assertion	that	our	response	to	art	is	disinterested	and	claims	that	our	
sense	of	beauty	is	universal	makes	less	sense	in	a	world	in	which	we	are	exposed	to	
the	diversity	of	creative	inventions	and	global	technologies	and	ecological	and	
social/political	understandings.		
Addressing	such	criticisms	and	shortcomings,	a	number	of	more	recent	
theories	challenge	traditional	notions	of	the	sublime	and	beautiful.	Jean-Francois	
Lyotard	(1979)	suggests	a	postmodern	sublime	is	to	be	found	in	art	that	presents	the	
unpresentable.	Lyotard	states:		
The	art	of	negation,	a	perpetual	negation,	based	on	a	never-ending	critique	of	
representation	that	should	contribute	to	the	preservation	of	heterogeneity,	of	
optimal	dissensus.	It	does	not	lead	towards	a	resolution;	the	confrontation	with	the	
unpresentable	leads	to	radical	openness.	(Lyotard	1979:	133)		
Thus,	the	inexpressible,	‘unpresentable’	properties	of	landscape,	its	power	to	
dislocate	and	renew	vision,	are	not	confined	to	the	great	scenic	spectacles	of	the	
world.	Barbara	Freeman’s	response	to	Lyotard	(1991)	is	critical	to	moving	forward:	
‘the	sublime	is	not	the	presentation	of	the	unpresentable,	but	the	presentation	of	the	
fact	that	the	unpresentable	exists’	(Freeman	1997:	11).	I	understand	this	reframing	as	
less	destructive	than	the	familiar	pattern	of	fear	and	fascination.	Caroline	Korsmeyer	
(2004)	also	suggests	that	representing	the	‘ugly’	or	‘unpresentable’	relates	to	the	idea	
of	pain.	This	allows	an	opening-up	of	the	sublime	to	an	emotive	aesthetic	and	a	
feminine	perspective.		
These	ideas	of	a	‘new’	sublime	in	contemporary	theory	and	practice	are	
valuable	in	understanding	how	contemporary	landscape	practices	can	be	represented	
and	understood.	This	includes	highlighting	ideological	and	gendered-bias	
shortcomings	that	embody	Cartesian	dichotomies	and	idealism.	In	advancing	a	
feminine	sublime,	Patricia	Yaeger	argues	for	a	resistance	to	‘grim	forces	of	possession	
and	domination’	(Yaeger	1989:	98).	Barbara	Freeman	also	argues	that	there	is	a	
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necessity	to	situate	the	sublime	as	a	site	of	resistance	to	aestheticism	(Freeman	1997:	
11).	Freeman	extends	this	sublime	thinking	in	order	to	stress	political	and	ethical	
dimensions.	In	doing	so,	Freeman	suggests:	
The	notion	of	alterity	eludes	particular	ethnicity,	sexuality,	class,	race,	or	geopolitical	
positioning	but	implies	both	a	general	concept	of	the	un-representable	as	that	which	
exceeds	the	symbolic	order	of	language	and	culture,	and	the	particular	otherness	of	
actual	others,	who	remain	nameless	insofar	as	they	are	outside	its	borders.	(Freeman	
1997:	11)		
Within	these	understandings,	the	feminine	sublime	can	be	seen	as	extending	ideas	of	
a	transcendence	beyond	the	material	and	physical	‘reality’.	The	‘sublime’	is	
considered	not	as	‘object’	or	occurrence	that	interconnects	the	body	and	mind,	but	
rather	residing	(or	emerging)	within	the	excess	of	imagined	possibilities.	As	Lyotard	
suggests:	‘there	are	no	sublime	objects,	only	sublime	feelings’	(Librett	1993:	126).	
Within	this	understanding,	the	‘mind’	is	premium,	and	is	still	separated	from	body.	
Consequently,	there	is	still	a	danger	of	perpetuating	and	reinforcing	conventional	
gender	binaries.	However,	I	am	heartened	at	Barbara	Freeman’s	proposition	of	
politicising	the	feminine	sublime	which	‘involves	taking	up	a	position	of	respect	in	
response	to	an	incalculable	otherness’	(Freeman	1997:	11).	Freeman	argues	that	‘a	
politics	of	the	feminine	sublime	would	ally	receptivity	and	constant	attention	to	that	
which	makes	meaning	infinitely	open	and	ungovernable’	(Freeman	1997:	11).	This	is	
in	contrast	to	the	dominant	‘masculinist’	sublime,	which	historically	and	culturally	
anticipates	mastery,	disinterestedness,	appropriation	or	colonising	of	the	Other.		
Patrick	D	Murphy	extends	this	point,	stating	that	the	sublime	is	simply	
‘defining	different	types	of	interpretations	of	an	experience	that,	while	outwardly	
similar	in	features,	is	internalised	and	interpreted	from	completely	different	vantage	
points’	(Murphy	2012:	89).	For	Murphy,	it	is	‘not	the	female	experience	of	the	
sublime	that	should	be	our	focus	but	rather	the	feminist	and	ecofeminist	
interpretations	of	the	experience	of	sublime	feelings’	(Murphy	2012:	89).	For	me,	the	
emphasis	and	the	substantiation	of	a	feminine	sublime	emerge	when	the	productive	
nature	of	the	work,	a	material	sublime,	is	acknowledged.	By	incorporating	ecological	
thinking	as	expressed	by	Braidotti	(2011),	Warren	(1996)	and	Plumwood	(1993),	and	
affective	processes	as	discussed	through	Karen	Barad	(2007),	Donna	Haraway	(1991)	
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and	Barbara	Bolt	(2004),	I	place	my	practice	in	relation	to	the	‘new’	sublime.	I	extend	
this	thinking	in	Chapter	4.		
1.5	The	picturesque	and	colonial	gaze		
In	the	18th	and	19th	centuries,	coinciding	with	the	beautiful	and	the	sublime	as	
aesthetic	categories	in	Western	art	was	the	idea	of	the	picturesque	and	colonised	
landscape.	Seen	to	reside	both	within	and	at	times	outside	the	realms	of	beauty	or	
sublimity,	the	picturesque	favoured	the	more	scenic,	‘tamed’	landscape.	The	
picturesque	was	realised	as	the	‘disorderliness	of	the	wilderness	was	to	be	replaced	
by	the	cultivated	and	geometrical	order	of	the	domesticated	world’	(Osbourne,	cited	
in	Cosgrove	&	Daniels	1988:	165).	However,	it	was	through	the	domestication	of	the	
wilderness,	the	polished	garden-like	scenery	and	emphasis	on	formal	aesthetics,	that	
located	the	picturesque	landscape	in	critical	discourse.	It	was	this	framing	of	nature,	
and	its	subsequent	readings,	particularly	through	a	Marxist	framework,	that	caught	
the	attention	and	critical	evaluations	of	many	art	theorists	(Berger	1972,	Mitchell	
1994	and	2002,	Cosgrove	1988,	Marshall	2002).	This	includes	evaluation	of	the	
picturesque	landscape’s	aesthetic	function	and	sociopolitical	understanding.	For	
David	Marshall,	contrary	to	its	claim	that	it	was	a	representation	of	the	‘natural’,	the	
picturesque	often	illustrated	a	world	very	different	from	‘reality’.	Marshall	laments	
this	attitude	to	the	picturesque	as	representing	‘a	point	of	view	that	frames	the	world	
and	nature	into	a	series	of	living	tableaux.	It	begins	as	an	appreciation	of	natural	
beauty,	but	ends	up	turning	people	into	figures	in	a	landscape	or	figures	in	a	painting’	
(Marshall	2002:	414).	In	order	to	express	a	tranquil	yet	imposing	setting,	the	artist	
distances	the	work	from	the	social	world,	omitting	poverty,	hardship	or	social	conflict	
of	the	time.	By	disclosing	only	the	relatable	and	permissible	aspects	of	landscape	
(within	a	Western	context),	the	picturesque	landscape	located	social	and	political	
power	through	its	visual	(representational)	and	metaphorical	cultural	positioning.	This	
framing	of	the	picturesque	also	sets-up	distinctions	between	object/subjective	
thinking.	As	Marshall	states,	the	picturesque	dependence	upon	‘distance	and	
separation’	is	assumed	through	an	‘act	of	looking	that	resonates	between	the	absent	
and	present,	between	works	of	art	and	nature’	(Marshall	2002:	431).	Marshall	also	
concludes,	concerning	an	imaginative	projection	of	self	into	the	landscape:		
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Pleasure	and	power	[in	this	sense]	comes	from	the	possession	or	objectification	of	the	
land	to	serve	a	purpose,	to	prose	social	or	cultural	conformity	of	within	a	set	of	
standardized	ideals.	The	problem	here	is	less	about	a	problem	in	aesthetics,	than	a	
problem	about	aesthetics.	(Marshall	2002:	415)	
Through	positioning,	power	is	exercised	through	a	cultural	and	historical	
understanding	of	an	imperial	or	colonial	gaze.	This	positioning	of	the	gaze	embodies	
long-established	understandings	of	the	picturesque	landscape,	framed	within	
traditional	formal	and	semiotic	readings.	Tamara	Hunt’s	analysis	in	Women	and	the	
colonial	gaze	(2002)	acknowledges	this	viewing	positioning.	Hunt	suggests	the	
picturesque	landscape	is	a	conduit	through	which	an	articulation	of	class,	social	and	
cultural	relations	is	imagined	(Hunt	2002).	For	Hunt	the	‘colonial	gaze’	is	a	view	
‘through	eyes	that	were	blurred	by	misinformation,	misconceptions,	and	stereotypes’	
(Hunt	2002:	1).	Hunt	articulates	how	the	feminine	in	this	gaze	is	formed	through	such	
misinformation	and	misconceptions.	Hunt	states:		
Because	imperialistic	nations	typically	have	patriarchal	social	structures,	the	fact	that	
women	in	subject	lands	often	did	not	conform	to	the	gender	constructs	of	the	
dominant	imperial	culture	was	used	to	explain	the	‘uncivilized’	nature	of	their	society.	
Similarly,	conquering	countries	often	attributed	‘feminine’	characteristics	to	all	subject	
peoples	as	a	means	of	explaining	characteristics	that	from	the	colonial	point	of	view	
were	unfamiliar	and	undesirable.	This	tends	to	throw	into	high	relief	the	notion	that	
the	‘masculine’	characteristics	of	the	conquering	nation	are	naturally	dominant,	
thereby	legitimizing	colonial	rule	as	a	reflection	of	male	superiority	which	was	seen	as	
‘natural’	in	society.	(Hunt	2002:	1)		
Paintings	and	early-19th-century	photographs	were	commissioned	by	councils	and	
private	sector	with	the	aim	of	fostering	a	sense	of	national	identity	and	pride	of	
privileged	landowners,	or	placed	as	propaganda	imagery	to	entice	migrants	(Adams	&	
Robins	2001).	Within	an	economic	and	cultural	framing,	Cosgrove	relates	the	reading	
of	landscape	to	include	notions	of	mystification,	as	‘the	ideology	of	representation	in	
English	eighteenth-century	landscape	art	serving	to	naturalise	and	hence	mystify,	
basic	property	relations’	(Cosgrove	&	Daniels	1988:	7).	Through	Berger	we	can	
understand	‘mystification’	here	as	‘the	process	of	explaining	away	what	might	
otherwise	be	evident’	(Berger	1972:	15–16).	Through	mystification,	the	landscape	is	
depolitised.	Berger	comments	the	effect	of	mystification	of	the	landscape	‘obscures	
the	specific	relations	of	power	and	wealth	that	form	the	content	and	context	of	the	
painting’	(Berger	cited	in	Shapiro	2003:	17).	Consequently,	the	picturesque	and	
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related	colonial	gaze	typify	a	‘way	of	looking’	that	alienated	class,	and	disengaged	
cultural	distinctions.	
Characterised	by	the	English	settlers	in	the	Americas	and	Australia,	the	
‘colonial	gaze’	drew	attention	to	how	settlers	occupied	and	mastered	the	unknown	
frontier.	Similar	to	Kantian	notions	relating	to	the	beautiful	and	sublime,	and	
grounded	in	the	idealism	of	the	picturesque	aesthetic,	the	colonial	landscape	artist	
often	sought	to	illustrate	‘man’s’	command	of	a	commodified	landscape.	The	
‘landscape’	was	understood	as	a	created	construct,	bound	to	cultural	understandings	
of	the	time.	Women’s	specific	shared	relationship	and	experience	of	the	land	and	
indigenous	ownership	were	largely	absent	within	this	view.	Often	their	inclusion	was	
secondary	to	the	representation	of	landscape	itself,	as	carefully	placed	props	or	
objects.	I	further	address	such	a	colonial	gaze	in	Chapter	3	through	the	contemporary	
artistic	responses	in	the	photographic	work	of	Brooke	Andrew,	Joyce	Campbell	and	
Joshua	Cooper.		
1.6	Paul	Carter’s	framing	landscape	through	methexis	
Paul	Carter	(1996)	and	Jeanette	Hoorn	(2007)	are	two	writers	who	have	
examined	the	relationships	between	Australian	colonialism,	landscape	and	indigenous	
ideology.	Carter	argues	that,	in	order	to	move	beyond	a	colonial	gaze,	we	will	need	to	
have	a	different	conception	of	the	land	and	our	relationship	to	it.	He	examines	ways	
in	which	we	might	engage	with	the	irregular	and	asymmetrical	‘lie	of	the	land’,	the	
‘difficult’	terrain	of	the	everyday	(Carter	1996:	292).	In	doing	so,	Carter	suggests	
alternative	ways	in	which	we	might	rethink	representations	about	‘place’	which	
capture	the	‘rhythmic	performance	of	everyday	life’	to	include	actual	and	possible	
conceptions	of	the	land	and	its	use.	He	proposes	the	idea	of	a	methexis	framework	to	
move	beyond	binary	thinking	about	the	landscape,	content/form,	appearance/reality,	
movement/stasis.	Thinking	figuratively,	and	advocating	a	new	way	of	conceptualising	
others	and	our	relationship	to	the	land(scape),	Carter	describes	the	methexis	as	a	
‘non-representational	principal	that	involves	an	act	of	concurrent	production’	(Carter	
1996:	84).	Emphasising	the	physical	and	material	value	of	the	land	highlights	a	move	
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beyond	the	mere	representational	passive,	static	gaze	and	engagement	with	
landscape.	Similarly,	Hoorn	argues	for	a	new	‘pastoral’	landscape,	suggesting	that:	
In	the	art	of	black	Australia	there	is	a	new	‘pastoral’	landscape,	one	that	in	its	content	is	
much	older	and	more	venerated	than	the	white	Australian	pastoral	landscape.	Over	
this	pastoral,	indigenous	people	have	clear	sovereignty;	artists	continue	to	represent	
their	land	and	the	traditions	that	have	surrounded	it	for	millennia.	(Hoorn	2007:	254)	
Hoorn’s	view	is	important	to	my	framing	of	the	work	of	indigenous	artists	like	Brooke	
Andrew	and	Joyce	Campbell	in	Chapter	3.	Carter	and	Hoorn’s	contextualisation	of	a	
colonial	landscape	and	recognition	of	indigenous	practice	is	significant	in	
understanding	how	in	the	past	European	Australians	have	translated	the	landscape.	It	
also	prompts	a	rethinking	of	fixed	constructs	and	binary	codes	traditionally	bound	to	
Western	thinking	about	landscape	theory	and	practice.	To	focus	on	ideas	of	methexist	
thinking	we	may	be	able	to	extend	thinking	that	collapses	distinction	between	body	
and	objects	(Bolt	2004).	Carter’s	positioning	of	a	methexis	framework	engages	with	
the	performative	nature	of	my	own	creative	practice,	as	it	focuses	in	on	the	body’s	
direct	physical	impact	on	the	landscape.	Carter	observes:	
Methexis	was	the	‘non-representative’	principle	behind	Celtic,	and	Aranda,	art,	whose	
spirals	and	mazes	reproduced	by	an	act	of	concurrent	actual	production	a	pattern	
danced	on	the	ground.	(Carter	1996:	84)	
Barbara	Bolt’s	views	complement	Carter’s	ideas	on	methexis	(2004).	Bolt	combines	
ideas	of	‘art’,	action,	materiality	and	performance:	‘matter	is	transformed	in	the	
exchange	between	objects,	bodies	and	images’	(Bolt	2004:	150).	For	Bolt,	
materialisation	is	not	stagnant	and	fixed;	it	is	realised	through	a	dynamic	interchange:	
‘In	the	dynamic	productivity	of	material	practice,	reality	can	get	into	images.	Imaging,	
in	turn,	can	produce	real	material	effects	in	the	world’	(Bolt	2004:	8).	The	dynamic	
that	Bolt	describes	approaches	the	alternative	way	of	understanding	that	I	try	to	
incorporate	into	my	practice.	This	dynamic	approach	is	evident	in	the	way	I	move	
through	the	landscape	and	the	way	I	manipulate	the	images	in	the	process	of	
production.	Carter’s	methexis	(2004)	framing	and	Bolt’s	(2004)	material	thinking	help	
articulate	the	physical	experience	that	occurs	when	in	the	landscape.	I	suggest	that	
material	process	and	viewing	positions	are	affected	by	interactions	between	all	the	
senses.	This	process	is	detailed	in	Chapter	4,	where	I	undertake	a	close	reading	of	my	
creative	practice	outcomes.	There	is	a	combination	in	Bolt’s	approach	which	
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combines	a	sense	of	the	nature	of	things	(ontological	sense)	with	the	materially	real.	I	
also	extend	my	understanding	here	to	the	dynamism	that	Bolt	discusses	as	a	dialogue	
between	these	functions	between	art	practice	and	the	significance	of	affective	
response	(to	both	gaze	and	material	practices)	in	Chapter	2.		
In	this	chapter	I	have	focused	on	how	the	landscape	has	been	culturally	
codified	via	traditional	understandings	of	the	sublime,	the	picturesque	and	the	
colonialist	gaze.	This	includes	the	historical	implications	of	landscape	thinking	in	
regards	to	positioning	of	aesthetics	and	sociopolitical	values.	I	suggest	thinking	
embedded	in	landscape	discourse	shapes	the	way	we	envision	and	construct	the	
natural	world	and	our	relationship	to	it.	In	the	next	chapter,	I	draw	on	ecological	and	
feminist	thinking	through	the	writing	of	Val	Plumwood	(1993),	Rosi	Braidotti	(2011),	
Elizabeth	Grosz	(2005),	Donna	Haraway	(2009)	and	Karen	Barad	(2007).	This	includes	
further	discussion	upon	Barbara	Bolt’s	and	Paul	Carter’s	ideas	relating	to	‘new	
materialism’	and	the	performative	function	of	art.	Through	an	ecofeminist	
framework,	I	argue	that	relationships	between	humans	and	non-humans	to	the	
environment	is	ambiguous	and	emerging	rather	than	fixed.	Chapter	2	also	further	
contextualises	thinking	that	frames	my	landscape-based	creative	practice	discussed	in	
detail	in	Chapter	4.		 	
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Chapter	2	
Framing	feminism	and	ecological	thinking	towards	new	ways	of	
looking	and	making		
This	chapter	brings	together	key	thinkers	and	theories	which	I	have	used	to	frame	my	
thinking	in	my	exhibition,	practice,	research	and	creative	outputs.	This	includes	
investigating	ways	in	which	feminist	and	ecological	theories	negotiate	patriarchal	
codifications	and	dualistic	ways	of	thinking	embedded	in	traditional	landscape	
ideologies.	In	doing	so,	I	explore	ways	in	which	creative	practice	moves	beyond	
traditional	gaze/power	relationships.	My	aim	is	to	reveal	alternative	practices	of	
looking	and	making	that	extends	critical	discourse	and	creative	processes	towards	the	
contextualised	and	conceptualisation	of	an	affective	gaze.		
The	work	I	have	used	to	move	past	and	respond	to	the	historical	material	
includes	Paul	Carter’s	‘material	thinking’;	Estelle	Barret’s	‘new	materialism’	and	
Elizabeth	Grosz’s	articulation	of	‘difference’,	all	of	which	help	me	to	think	through	the	
performative	aspects	of	this	research.	I	consider	Karen	Warren’s	(1994)	and	Val	
Plumwood’s	(1993)	accounts	of	ecology	and	feminism.	This	helps	articulate	a	
relationship	between	notions	of	‘self’	and	the	environment	that	are	situated	outside	
of	traditional	Cartesian	thinking.	I	find	Rosi	Braidotti’s	(2011)	writing	on	the	‘nomadic	
subject’	particularly	useful	in	framing	my	thinking	on	subjectivity	and	creative	
practice.	Frost’s	challenge	to	a	passive	view	of	biology	to	which	she	adds	the	body’s	
response	to	the	forces	acting	upon	it	also	inform	the	performative	elements	of	my	
practice.	My	discussion	of	affect	–	through	Massumi’s	conception	of	the	virtual	–	and	
the	use	of	the	rhizomatic	both	allow	me	to	frame	my	practice	away	from	the	
aforementioned	traditional	binaries.	Included	here	is	the	rhizomatic	mobility	of	affect	
discussed	by	Ahmed,	Gregg,	&	Seigworth,	(2010).		
Barad’s	discussion	of	agential	realism	as	a	method	for	cutting	through	
oppositions	such	as	agency	and	structure	is	important.	Her	use	of	the	term	
‘diffraction’	to	focus	on	patterns	of	difference	and	her	specific	use	of	entanglement	
and	intra-action	are	used	to	describe	my	own	approach	to	photographic	process.	
Donna	Haraway’s	feminist	approach	to	situated	knowledge,	which	stresses	the	
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contextual	nature	of	knowing,	is	recognised	as	a	foundational	insight	carried	further	
in	the	work	of	Barad,	Barret	and	Bolt.	Massumi’s	approach	also	makes	use	of	
Haraway’s	insight.	Barbara	Bolt’s	conceptualisation	of	performative	action	realised	
through	the	process	of	creative	practice	art	is	useful	in	contextualising	how	both	
process	and	the	reading	of	the	work	can	be	situated	outside	of	traditional	aesthetic	
conventions.	Bolt’s	readings	also	inform	my	understandings	discussed	below	of	the	
gaze	and	the	indexical	relationship	to	photographic	practice.		
Feminist	theory	and	practice	has	done	much	to	critique	the	codification	and	
objectification	of	the	female	body	in	art	and	popular	culture.	This	has	been	mobilised	
to	unravel	patriarchal	codes	of	viewing	and	artistic	practice	over	the	last	three	
decades	–	specifically	in	areas	of	the	gaze,	feminine	aesthetics	and	the	body	(Butler	
2006,	Braidotti	1991,	Haraway	1991,	Mulvey	1989).	In	Chapter	1	I	reviewed	a	
contemporary	understanding	of	landscape	and	used	Adams	and	Gruetzner	Robins	
(2001)	to	indicate	the	potential	value	of	a	feminist	perspective	of	landscape	
photography.	Contemporary	understanding	of	landscape	through	Berger	(1972),	
Mitchell	(1994)	and	Cosgrove	(1984),	for	example,	includes	the	sense	of	landscape	as	
an	ideological	tool	(Mitchell	1994).	Such	tools	shape	the	way	we	envision	and	
construct	the	natural	world.	Outlining	ecofeminism	as	a	framework	and	the	
application	within	landscape	theory	in	creative	practice,	I	argue	that	relationships	
between	humans	and	non-humans	to	the	environment	is	ambiguous.	In	order	to	
contextualise	how	my	feminist	and	ecological	thinking	frames	my	landscape-based	
creative	practice,	I	draw	on	a	brief	explanation	of	the	nature/culture	dualism.	
Typically,	postmodern	feminism	has	avoided	making	assertions	about	inherent	
‘truths’	in	representations	(Ortner	1974,	Hanna	2004,	Johnson	1989,	Scott	1988).	This	
includes	an	examination	of	how	strategies	of	discourse,	often	drawn	from	Foucault’s	
discourse	analysis,	can	influence	power	relations.	In	order	to	generate	different	
understanding	through	subjective	experience,	it	has	been	particularly	significant	to	
highlight	the	instability	of	‘fixed’	meanings.	Framed	within	feminist	thinking,	recent	
writings	and	critiques	(Gilligan	1993,	Butler	1999,	Haraway	1991,	Braidotti	2011)	
recognise	the	need	to	reconceptualise	understanding	of	sexual	difference	to	not	one	
of	similarity	but	difference.	At	the	forefront	of	this	examination	are	those	dichotomies	
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that	reduce	women	and	femininity	to	other	(Johnson	1989,	Plumwood	1996).	
Historian	Joan	W	Scott	describes	how	such	dichotomies	become	inscribed	into	
everyday	life:	
Oppositions	rest	on	metaphors	and	cross-references,	and	often	in	patriarchal	
discourse,	sexual	difference	(the	contrast	masculine/feminine)	serves	to	encode	or	
establish	meanings	that	are	literally	unrelated	to	gender	or	the	body.	In	that	way,	the	
meanings	of	gender	become	tied	to	many	kinds	of	cultural	representations,	and	these	
in	turn	establish	terms	by	which	relations	between	women	and	men	are	organized	and	
understood.	(Scott	1988:	37)		
In	this	way	the	dichotomies	of	man/nature,	masculine/feminine,	public/private,	
public/domestic,	culture/nature,	rational/irrational,	mind/body	and	economic/social	
are	part	of	a	series	of	problematic,	gendered	dualisms	where	one	is	consistently	
favoured	over	the	other.	Scott	argues	that:	
We	need	theory	that	will	enable	us	to	articulate	alternative	ways	of	thinking	about	(and	
thus	acting	upon)	gender	without	either	simply	reversing	the	old	hierarchies	or	
confirming	them.	And	we	need	theory	that	will	be	useful	and	relevant	for	political	
practice.	(Scott	1988:	33)		
The	presence	of	the	necessary	other,	as	fundamental,	natural	and	absolute	to	the	
assembly	of	meaning,	leads	to	particular	attitudes	towards	power	structures	that	
marginalise	experience,	representation	and	subjectivity.		
Power	relations	can	be	framed	here	through	Foucault	(1979).	He	states:	‘…the	
multiplicity	of	force	relations	imminent	in	the	sphere	in	which	they	operate	and	which	
constitute	their	own	organisation;	as	the	processes	which,	through	ceaseless	
struggles	and	confrontations,	transforms,	strengthens,	or	reverses	them;…thus	
forming	a	chain	or	system’	(Foucault	1979:	92).	For	Braidotti,	power	includes	the	flow	
between	understandings	of	the	‘external’	(collective,	social	phenomena)	in	
conjunction	with	internal,	most	intimate	relations	(Braidotti	2011:	8).	Braidotti	
extends	this	definition	of	power	in	relation	to	subjectivity	as	‘a	strategic	situation,	a	
position,	not	an	object	or	an	essence.	Subjectivity	is	the	effect	of	the	constant	flows	of	
in-between	interconnections’	(Braidotti	2011:	8).	In	order	to	advance	discourse	of	
identity	and	subjectivity,	it	is	important	to	challenge	the	embedded	theoretical	‘roots’	
that	embed	understandings	relating	to	of	power	and	identity.	Braidotti	suggests	that	
‘subjectivity	is	a	socially	mediated	process	of	entitlements	to	and	negotiations	with	
power	relations’	(Braidotti	2011:	8).	As	such,	the	establishment	and	materialisation	of	
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‘new	social	subjects	is	always	a	collective	enterprise,	“external”	to	the	individual	self	
while	also	mobilizing	the	self’s	in-depth	and	singular	structures’	(Braidotti	2011:	8).	
In	developing	their	criticism,	ecofeminists	(Braidotti	2011,	Shiva	2014,	Warren	
1996,	Plumwood	1993)	draw	on	notions	such	as	Derrida’s	(1968)	différance,	with	an	
emphasis	on	subjectivity.	Elizabeth	Grosz	notes	that	the	importance	of	recognising	
‘difference’	is	a	move	beyond	of	dualisms	–	‘concept	of	difference	has	been	
historically	linked	to	the	functioning	of	various	dualisms’	–	and	Derrida	demonstrated	
through	notions	of	deconstruction	that	‘difference	exceeds	opposition,	dichotomy,	or	
dualism	and	can	never	be	adequately	captured	in	any	notion	of	identity	or	diversity’	
(Grosz	2005:	91).	Barbara	Johnson	has	suggested	that	resistance	and	rethinking	
beyond	the	binary	emerges	both	through	deconstruction	and	a	dependence	on	
difference:	‘the	‘deconstruction’	of	a	binary	opposition	is	thus	not	an	annihilation	of	
all	values	or	differences;	it	is	an	attempt	to	follow	the	subtle,	powerful	effects	of	
differences	already	at	work	within	the	illusion	of	a	binary	opposition’	(Johnson	1980:	
x–xi.).	Here	the	‘illusion’	is	‘based	on	a	repression	of	differences	within	entities,	ways	
in	which	an	entity	differs	from	itself’	(Johnson	1980:	x).	Joan	Scott	explains	the	
importance	of	deconstruction	in	laying	bare	implicit	underlying	power	relations:	
‘deconstruction	is,	then,	an	important	exercise,	for	it	allows	us	to	be	critical	of	the	
way	in	which	ideas	we	want	to	use	are	ordinarily	expressed,	exhibited	in	patterns	of	
meaning	that	may	undercut	the	ends	we	seek	to	attain’	(Scott	1988:	38).	This	
reconceptualising	uses	individualised	understandings	of	‘subjectivity’,	and	post-
structuralism	theories	of	deconstructions	(Derrida	1968).	Grosz	offers	insights	that	
show	how	the	viewing	and	representation	of	the	landscape	can	be	challenged.	As	
Grosz	describes:	
Difference	is	thus	that	which	generates	and	destabilizes	both	representation	and	what	
it	represents;	it	is	the	elaborate	movement	that	characterizes	life	in	its	morphological,	
that	is,	sexual,	specificity	and	the	relations	of	separation	and	mutual	entwinement	
sexual	bifurcation	entails;	and	it	is	that	which	characterizes	the	very	movement	of	
materiality	itself.	Difference	is	that	dispersal	in	time	and	space,	that	temporization	of	
space	and	spatialization	of	time,	that	generates	and	sustains	objects,	subjects,	and	
movements	among	and	between	them	and	ensures	that	they	cannot	remain	the	same	
as	themselves,	that	they	endlessly	diverge	from	their	being	through	their	becoming.	
(Grosz	2005:	91)		
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This	reconceptualisation	is	useful	in	developing	an	emphasis	on	physical,	social	and	
mindful	relationship	towards	landscape	and	creative	practice.	Difference	functions	as	
a	concept	for	understanding	how	gendered	and	sociopolitical	power	constructs	and	
aesthetics	have	impacted	the	viewing	and	representation	of	the	landscape.		
Rosi	Braidotti’s	writing	on	the	‘nomadic	subject’	is	useful	in	framing	my	
thinking	on	subjectivity,	particularly	related	to	practice.	Braidotti	employs	the	term	
‘nomadic	subjectivity’	to	sustain	a	subjectivity	that	is	multiple	and	fluid.	This	is	in	
opposition	to	dominant	hierarchical	associations	and	essentialist	representations	of	
subjectivity	as	fixed	and	singular.	Instead,	subjectivity	is	intrinsically	bound	to	self	and	
other,	continuously	in	a	state	of	becoming.	It	is	useful	here	to	include	Braidotti’s	
description	of	the	nomadic	vision:	
A	nomadic	vision	of	the	body	defines	it	as	multifunctional	and	complex,	as	a	
transformer	of	flows	and	energies,	affects,	desires,	and	imaginings.	From	
psychoanalysis	I	have	learned	to	appreciate	the	advantages	of	the	nonunitary	structure	
of	the	subject	and	the	joyful	implication	of	the	unconscious	foundations	of	the	subject.	
Complexity	is	the	key	to	understanding	the	multiple	affective	layers,	complex	temporal	
variables,	and	internally	contradictory	time	and	memory	lines	that	frame	our	embodied	
existence.	In	contrast	to	the	oppositions	created	by	a	dualistic	mode	of	social	
constructivism,	a	nomadic	body	is	a	threshold	of	transformations.	It	is	the	complex	
interplay	of	the	highly	constructed	social	and	symbolic	forces.	The	body	is	a	surface	of	
intensities	and	an	affective	field	in	interaction	with	others.	In	other	words,	feminist	
emphasis	on	embodiment	goes	hand	in	hand	with	a	radical	rejection	of	essentialism.	In	
feminist	theory	one	speaks	as	a	woman,	although	the	subject	‘woman’	is	not	a	
monolithic	essence,	defined	once	and	for	all,	but	rather	the	site	of	multiple,	complex,	
and	potentially	contradictory	sets	of	experiences,	determined	by	overlapping	variables	
such	as	class,	race,	age,	lifestyle,	and	sexual	preference.	One	speaks	as	a	woman	in	
order	to	empower	women,	to	activate	sociosymbolic	changes	in	their	condition:	this	is	
a	radically	antiessentialist	position.	(Braidotti	2011:	25).	
Through	the	positioning	of	the	subject	through	the	nomadic	we	are	able	to	envision	and	
locate	an	embodiment	of	practice.	This	involves	an	engagement	in	the	world	that	isn’t	
contingent	on	a	reductive	form	of	relativism.	Rather,	thinking	and	creativity	are	refocused	to	
include	the	dynamic,	multiple	and	complex	relationship	between	social	discourses	and	lived	
experiences.	As	Braidotti	writes,	‘a	point	of	overlapping	between	the	physical,	the	symbolic,	
and	the	sociological’	(Braidotti	2011:	4).	It	is	the	recognition	of	sexual	difference	as	part	of	
meaning	making,	at	the	intersection	between	the	biological	and	the	social	(Braidotti	2011,	
1994)	that	is	important	for	framing	my	practice.	Ann	J	Cahill	also	outlines:	‘the	nomad	does	
not	ignore	boundaries	nor	is	it	unmarked	by	them’	(Cahill	&	Hansen	2003:	58).	Rather,	the	
nomad’s	movement	is	an	accumulation	of	experience	that	is	non-linear	and	discontinuous	
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and	is	related	to	the	‘social’	and	ontological	experience	of	the	‘real’	(Cahill	&	Hansen	2003:	
58).	Cahill	suggests,	‘the	body	then	bears	the	marks	of	society	in	its	shape	and	habits;	yet	
precisely	because	the	subject	is	nomadic,	it	cannot	be	perceived	as	wholly	reducible	to	those	
discourses.	It	retains	a	certain	ontological	status	of	its	own	(Cahill	&	Hansen	2003:	58).		
2.1	Feminist	and	ecological	thinking:	towards	an	ecofeminist	approach	to	
landscape	and	self		
Central	to	both	feminism	and	ecology	is	the	notion	of	the	embodiment,	materiality	and	abuse	
of	power.	The	similarities	evolve	around	the	claim	that	there	are	fundamental	connections	
between	the	domination	of	nature	and	the	domination	of	some	groups	of	humans,	including	
women	(Warren	1996:	x).	I	use	the	term	‘ecofeminism’	to	engage	in	ideas	located	in	the	
critical	writings	of	Val	Plumwood	(1993)	and	Karen	Warren	(1988).	Domination	within	
ecofeminism	thinking	typically	points	to	oppressive	conceptual	frameworks	that	historically,	
culturally	and	socially	include	certain	ideals,	values	and	beliefs	that	justify	the	subordination	
of	particular	groups	or	categories	to	others.	Warren	suggests	one	of	the	important	
connections	between	feminism	and	environmentalism	is	the	‘indefensible	treatment	of	
women	and	nature’	which	‘involves	a	commitment	to	developing	ethics	which	are	not	male-
biased’	(Warren	1996:	xv).	Ecofeminism	aims	to	correct	the	power	(social,	cultural)	
imbalances	by	denying	hierarchical	thinking	in	relation	–	between	approaching	
human/nature.	As	philosopher	Karen	Warren	suggests:	
An	ecofeminist	ethic	is	both	a	critique	of	male	domination	of	both	women	and	nature	
and	an	attempt	to	frame	an	ethic	free	of	male-gender	bias	about	women	and	nature.	It	
not	only	recognizes	the	multiple	voices	of	women,	located	differently	by	race,	class,	
age,	[and]	ethnic	considerations,	it	centralizes	those	voices.	Ecofeminism	builds	on	the	
multiple	perspectives	of	those	whose	perspectives	are	typically	omitted	or	undervalued	
in	dominant	discourses.	(Warren	1988:	151)		
Ecological	thinking	is	significant	for	its	focus	on	interrelationships	as	means	to	
construct/re-figure	meaning:	for	example,	between	humans	and	the	earth,	art	
practice	and	viewing	structures	or	nature	and	culture.	Feminist	ecological	philosopher	
Lorraine	Code	points	out	that	ecological	thinking	is	not	simply	about	the	environment,	
but	is	a	‘re-visioned	mode	of	engagement	with	knowledge,	subjectivity,	politics,	
ethics,	science,	citizenship	and	agency	that	pervades	and	reconfigures	theory	and	
practice’	(Code	2006:	47).	Karen	Warren	(1996)	also	argues	one	role	of	feminism	and	
environmental	ethics	is	‘to	expose	and	dismantle	dualism	and	to	re-think	and	re-
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conceive	those	mainstay	philosophical	notions’	(Warren	1996:	xvii).	Warren	points	to	
the	significance	of	this	thinking	by	questioning:	
Is	‘nature’	a	given,	a	cross-cultural	constant	that	stands	in	contrast	to	socially	evolving	
and	created	‘culture,’	or	is	nature,	like	culture,	a	social	construct?	Even	if	there	really	
are	trees,	rivers,	and	ecosystems,	does	the	way	nature	is	conceived	and	theorized	
about	reflect	historical,	socioeconomic	factors	in	much	the	same	way	that,	according	to	
many	feminists,	conceptions	and	theories	about	‘humans’	and	‘human	nature’	are	
constructed?....	What	roles	do	unequal	distributions	of	power	and	privilege	play	in	the	
maintenance	of	systems	of	domination	over	both	women	and	nature?	How	do	they	
affect	the	content	and	methodology	of	political	theories	and	theorizing?	(Warren	1996:	
xvii)	
This	questioning	also	raises	concerns	to	ideas	embedded	in	notions	relating	to	
subjectivity	and	understandings	of	self.	Particularly,	if	understandings	of	Self	is	
understood	as	only	being	experienced	through	a	consciousness	and	sense	of	social	
hegemony.	One	of	the	main	difficulties	with	defining	notions	of	the	Self,	is	that	it	can	
classify	the	human	or	‘bodied’	self	as	separate	from	the	‘experiencing	world’.	This	
neglects	an	ecological	response	of	experience	and	understanding	which	takes	into	
account	environmental	and	physical	interrelations.	This	includes	interactions	and	
experiences	between	humans	and	non-humans	in	the	formation	of	‘meanings’	which	
sits	outside	of	the	rational.	
Australian	ecofeminist	Val	Plumwood	(1993)	extends	upon	the	ecofeminist	
critique	mentioned	above.	Plumwood	argues	for	a	critical	ecological	feminist	
standpoint	that	takes	into	account	the	categories	of	nature	that	have	typically	been	
associated	with	sexism,	racism,	capitalism,	colonialism	and	mastery.	In	doing	so,	
Plumwood	suggests	an	active	positioning	on	subjectivity,	one	which	acknowledges	
women’s	physical	and	social	encounter	with	nature	(Plumwood	1993:	39).	Plumwood	
conceptualises	ecofeminism	as	a	political	movement	which	would:	
…	represent	women’s	willingness	to	move	to	a	further	stage	in	their	relations	with	
nature,	beyond	that	of	powerless	inclusion	in	nature,	beyond	that	of	reaction	against	
their	old	exclusion	from	culture,	and	towards	an	active,	deliberate	and	reflective	
positioning	of	themselves	with	nature	against	a	destructive	and	dualising	form	of	
culture.	(Plumwood	1993:	39)	
Plumwood	has	identified	the	human/nature	dualism	as	part	of	a	series	of	
problematic,	gendered	dualisms.	Similar	to	Braidotti’s	nomadic	subjectivity,	both	
argue	for	abandoning	the	dominant	rationalist	framework	of	mastery	that	resulted	in	
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the	oppression	of	woman	and	nature.	Instead,	they	suggest	in	an	ecological	ethic	
based	on	empathy	for	the	Other.	As	Plumwood's	states,	‘dualisms	are	not	universal	
features	of	human	thought,	but	conceptual	responses	to	and	foundations	for	social	
domination’	(Plumwood	1993:	20).		
Within	a	critical	ecological	feminist	framework,	Plumwood	rejects	what	she	
calls	‘hyperseparation’	(Plumwood	1993:	49)	between	the	Self	and	Other	and	
between	humanity	and	nature	and	between	the	body	and	agency.	Plumwood	states:		
Because	the	other	is	defined	and	perceived	in	relation	to	the	master,	he	or	she	is	not	
encountered	fully	as	an	independent	other,	and	the	qualities	attributed	or	perceived	
are	those	which	reflect	the	master’s	desires,	needs	and	lacks.	(Plumwood	1993:	52)		
Instead,	Plumwood	favours	a	view	that	recognises	and	bases	moral	responsibility	on	
the	associations	between	the	subject	and	the	object,	and	between	people	and	the	
environment.	It	is	also	important	here	to	acknowledge	how	these	beliefs	are	played	
out	in	a	material	world	in	order	to	determine	how	people	view	themselves	and	their	
relationship	with	the	world	Including	understanding	of	Self.	As	Val	Plumwood	
suggests:		
When	we	hyperseparate	ourselves	from	nature	and	reduce	it	conceptually,	we	not	only	
lose	the	ability	to	empathise	and	to	see	the	non-human	sphere	in	ethical	terms,	but	
also	get	a	false	sense	of	our	own	character	and	location	that	includes	an	illusory	sense	
of	agency	and	autonomy.	(Plumwood	2009:	117)	
Plumwood	points	to	the	nature/culture	divide,	‘one	that	has	positioned	humans	as	
expressive	agents	(active)	and	to	position	non-humans	as	those	with	nothing	to	
express	(passive)’	(Bird	Rose	2013:	112).	Plumwood’s	critique	often	focused	on	
western	arrogance,	in	that	‘imagining	that	we	are	the	only	creatures	who	speak,	and	
thus	the	only	ones	who	possess	the	active	voice’	(Bird	Rose	2013:	112).	As	Plumwood	
states:		
One	of	its	results	is	a	failure	to	understand	our	embeddedness	in	and	dependency	on	
nature,	that	it	distorts	our	perceptions	and	enframings	in	ways	that	make	us	insensitive	
to	limits,	dependencies	and	interconnections	of	a	non-human	kind.	(Plumwood	2009:	
117)		
Plumwood	uses	the	terms	reductionism	as	a	cultural	development	associated	with	
modernity,	which	devalued	aspects	of	the	material	(as	active).	Reductionism,	as	
Plumwood	describes	it,	‘relies	on	a	reified	separation	through	a	process	of	splitting	
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and	a	hegemonic	construction	of	agency	and	identity’	(Plumwood	2009:	119).	
Plumwood	extends	this	as:	
According	to	a	typical	hegemonic	pattern,	the	most	general	form	of	mind/body	
dualism,	matter	itself	(chaos)	is	not	creative,	but	is	silent	and	formless.	Being	is	split	
into	an	uncreative,	featureless	material	part	and	a	hyperseparate,	externalised	and	
often	dematerialised	‘director’	or	‘driver’,	usually	intelligence,	mind	or	reason,	on	the	
other	side.	The	‘driver’	is	the	real	author	of	change,	as	a	separate	mechanism	or	
intelligence	driving	the	materially-reduced	organism	from	outside,	and	it	is	to	this	
external	driver	that	true	agency	and	respect	is	attributed.	(Plumwood	2009:	119)	
Plumwood	argues	the	necessity	to	recognise	‘earth	others	as	fellow	agents	and	
narrative	subjects	is	crucial	for	all	ethical,	collaborative,	communicative	and	
mutualistic	projects,	as	well	as	for	place	sensitivity’	(Plumwood	2002:	176).	In	order	to	
embody	nature’s	own	expressive	voice,	one	which	can	be	realised	through	creative	
understandings	and	practice	in	expressive	voice,	Plumwood	suggests	recognition	of	
animism	as	enriched	materialism	as	opposed	to	a	reductive	materialism	(Plumwood	
2009:	123).	This	re-figuring	of	communication	challenges	the	division	associated	with	
logical/mindlessness	and	instead	opens	oneself	to	ideas,	the	agency	of	experience.	
Meanings	in	this	sense	are	not	“outside”	nature,	but	have	always	been	integral	to	its	
constitution	(Curry	2008:	59).	Plumwood	states	that	‘a	genuine	rejection	would	be	an	
enriched	materialism	that	puts	back	the	mindful	and	creative	properties	that	had	
been	stripped	out	and	handed	over	to	the	defunct	driver’	(Plumwood	2009:	123).		
Plumwood	contends	that	solutions	to	rationalism	and	anthropocentrism	lie	in	
a	combination	of	the	recognition	of	both	continuities	and	non-hierarchical	differences	
between	the	human	self	and	non-human	others.	As	such,	she	proposes	a	relational	
framework	which	provides	the	basis	for	an	account	of	the	Ecological	Self,	which	is	
characterised	by	its	non-instrumental	relations	with	non-human	nature,	and	virtues	of	
care	and	respect	for	human	and	earths	others	(Plumwood	1993:	60).	This	would	
involve,	Plumwood	suggests,	‘creating	a	democratic	culture	beyond	dualism,	ending	
colonising	relationships	and	finding	a	mutual,	ethical	basis	for	enriching	coexistence	
with	earth	Others’	(Plumwood	1993:	196).		
Advocating	the	opening	of	a	new	critical	territory	that	collapses	boundaries	
between	man	and	nature,	perception	and	reality,	can	extend	landscape	subjectivity.	
In	doing	so	it	challenges	hierarchical-formalised	structure	and	traditional	dualistic	
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models	of	otherness.	In	their	place,	it	introduces	the	notion	of	an	ecological	self.	This	
is	significant	as	I	account	for	my	‘self’	in	relation	to	the	agency	and	subjectivity	of	
landscape.	Through	interconnections	and	relationships,	subjectivity	is	subject	to	
changes	and	complexities.	Here,	meaning	can	be	understood	to	be	consistently	
shifting	and	emerging.	For	example,	an	understanding	of	self	does	not	distinguish	
from	body/mind,	rational/emotion	but	instead	is	intrinsically	related.	Through	these	
understandings	of	interconnected	subjectivity,	the	sense	of	Self	is	considered	though	
a	processes	of	experiences	and	becoming	rather	than	static	and	constant.	
Furthermore,	ways	of	knowing	and	experiencing	are	not	limited	to	the	corporeality	of	
nature/body	(biological	and	ecological)	but	can	also	include	external	‘things’	and	
‘process’,	including	technologies.	
This	goes	some	way	in	helping	frame	my	own	engagement	with	the	landscape	
and	creative	practice.	It	has	helped	support	my	understandings	of	my	body,	as	not	
separate	from	my	mind,	but	in	conjunction	with	understandings	of	Self	as	
interconnected	to	intentionality,	movement	and	intra-actions.	This	includes	
experiences	with	body,	place,	methods	and	creative	process.	Framing	thinking	and	
creative	practice	within	this	understanding	of	ecological	and	feminist	awareness,	I	am	
able	to	including	thinking	of	accounts	for	both	bodily	subjectivity	and	the	landscape.	
This	includes	a	sense	of	‘self’	that	does	not	rely	on	oppressive	conceptual	frameworks	
that	usually	contain	dualisms,	but	rather	to	include	other	living	beings	and	the	whole	
of	nature.	This	is	significant	as	I	account	for	the	relationship	of	self	in	collaboration	to	
the	agency	and	subjectivity	of	landscape.	Particularly,	I	question	my	reflexive	and	
embodied	response	to	landscape	through	creative	photo-practice.		
2.2	Material	thinking,	agency	and	the	rhizome	
This	study	takes	the	form	on	an	ongoing	dialogue	between	studio	practice	and	
academic	research.	I	draw	upon	Paul	Carter’s	‘material	thinking’	(Carter	2004)	and	
Estelle	Barret’s	‘new	materialism’	(Barrett	&	Bolt	2013)	as	an	analytic	tool	to	develop	
my	conceptual	framework.	In	practice-based	research,	the	process	of	
experimentation	and	evolution	of	knowledge	is	considered	to	be	as	important	as	the	
finished	practical	work.	As	Barrett	argues,	rather	than	constituting	a	relationship	
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between	image	and	text,	‘materializing	practices’	constitute	relationships	between	
process	and	text,	of	which	the	first	iteration	is	necessarily	the	researcher’s	own	self-
reflexive	mapping	of	the	emergent	work	as	enquiry	(Barrett	2007:	5).	Paul	Carter	
stresses	the	primacy	of	material	thinking:		
The	making	of	the	works	of	art.	It	happens	when	the	artist	dare	asks	the	simple	but	far-
reaching	questions	what	matters.	What	is	the	material	of	thought?	To	ask	these	
questions	is	to	embark	on	an	intellectual	adventure	peculiar	to	the	making	process.	
Critics	and	theorist	interested	in	communicating	ideas	about	things	cannot	emulate	
them.	They	remain	outsiders;	interpreters	in	the	sideline,	usually	trying	to	make	sense	
of	a	creative	process	afterwards,	purely	on	the	basis	of	the	outcome.	They	lack	access	
to	the	process	and	more	fundamentally,	they	lack	the	vocabulary	to	explicate	its	
intellectual	character.	(Carter	2004:	xi)		
This	method	of	practice-based	research	can	be	described	as	performative	research,	
and	can	be	identified	as	a	valuable	approach	to	explore	and	produce	new	creative	
knowledge.	Rather	than	relying	solely	on	historical	analysis	and	review	of	visual	
practice,	the	process	of	creating	and	making	becomes	part	of	this	research,	as	Carter	
states	‘to	document	the	making	of	a	new	social	relation	through	a	simultaneous	act	of	
production’	(Carter	2004:	10).		
Theoretical	thinking	that	encapsulates	‘new	materialism’	has	evolved	as	a	
means	to	challenge	the	notion	that	biological	subjectivity	and	the	objectivity	of	
‘material’	(physical)	matter	are	passive	and	or	unmotivated.	Samantha	Frost	suggests,		
‘it	is	not	enough	to	assert	the	rationality	of	modernity’s	others,	to	revalue	the	
passions	of	the	body	or	phenomenological	experience’	(Frost	2011:73).	Through	the	
process	of	making	the	work	both	in	the	landscape	itself	and	subsequence	work	in	the	
studio,	I	oppose	the	notion	that	biology	and	matter	are	passive	and	unthinking.	
Instead,	I	seek	to	recognise	and	account	for	interactions	that	emerge	between	formal	
analysis,	materialist	interpretations	and	response	to	agency	and	bodily	experience.		
The	inter-relatedness	between	the	material	process	of	making	the	work	as	an	
affective	response	and	a	re-experiencing	of	the	landscape	is	central	to	my	argument	
and	informs	this	research.	In	doing	so,	I	demonstrate	an	immersive,	emerging	practice	
that	addresses	biological	and	material	agency,	as	both	artist	and	viewer.	Elizabeth	
Grosz	argues:	
Biology	does	not	limit	social,	political,	and	personal	life:	it	not	only	makes	them	
possible,	it	ensures	that	they	endlessly	transform	themselves	and	thus	stimulate	
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biology	into	further	transformations.	The	natural	world	prefigures,	contains,	and	opens	
up	social	and	cultural	existence	to	endless	becoming;	in	turn,	cultural	transformation	
provides	further	impetus	for	biological	becoming.	(Grosz	2004:	1–2)	
Meaning	is	not	gained	through	assumptions	and	positioning	of	oppositions,	that	is	
between	self	and	‘other’,	nature	and	culture.	Meaning	is	achieved	through	
relationships,	contexts	and	interactions.	This	thinking	extends	upon	feminist	
challenges	to	denaturalise	embodiment,	subjectivity	and	material	objects	and	the	de-
culturalisation	of	culture.	A	new	analysis	emerges	which	includes	bodily	senses,	
movements,	intra-actions,	processes	and	individual	and	collective	responses	to	
matter	and	culture.	This	thinking	can	open-up	new	critical	territories	and	thinking	
located	in	creative	practice,	subjectivity	and	landscape	and	representation.	One	which	
proposes	modes	of	resistance	to	traditional	power	values	rather	than	contribute	to	
the	play	of	it.		
Karen	Barad’s	feminist	and	ecological	theory	draws	attention	to	the	notion	of	
agency.	Barad	recognises	‘agency’	as	an	outcome	of	phenomena	which	positions	
biology	and	‘matter’	in	conjunction	with	social	and	political	organisations	and	
understandings:	
Agency	is	not	held,	it	is	not	a	property	of	persons	or	things;	rather,	agency	is	an	
enactment,	a	matter	of	possibilities	for	reconfiguring	entanglements.	So	agency	is	not	
about	choice	in	any	liberal	humanist	sense;	rather,	it	is	about	the	possibilities	and	
accountability	entailed	in	reconfiguring	material-discursive	apparatuses	of	bodily	
production,	including	the	boundary	articulations	and	exclusions	that	are	marked	by	
those	practices.	(Barad	2012:	55)		
‘New	materialism’	acknowledges	that	embodiment	of	‘self’,	material	objects,	and	
organisms	‘act	both	independently	of	and	in	response	to	discursive	provocations	and	
constraints’	(Frost	2011:	70).	In	this	framework,	material	creative	practice	such	as	my	
own,	can	be	configured	to	allow	for	the	inclusion	of	an	embodied/subjective	
discourse	that	does	not	negate	process,	apparatus,	and	attention	to	situated	
knowledges,	and	the	significance	of	experience	of	‘being’	in	the	landscape.	Through	
situated	knowledge,	as	outlined	by	Haraway	(1988)	and	discussed	later	in	this	
chapter,	the	passive,	all-knowing	gaze	becomes	a	complex	encounter	between	
contested	observations	and	subjective	experience.	Haraway	describes	‘all	eyes,	
including	our	own	organic	ones,	are	active	perceptual	systems,	building	on	
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translations	and	specific	ways	of	seeing,	that	is,	ways	of	life’	(Haraway	1988:	583).	By	
drawing	on	these	values	in	this	project,	my	creative	practice	builds	upon	encounters	
and	creative	processes	to	extend	emerging	and	immersive	knowledge.	My	practice	
reframes	engagement	with	both	the	making	and	viewing	of	the	landscape	in	a	way	
that	is	not	merely	objective	and	representational.			
Theorist	Merleau-Ponty	highlights	the	importance	of	our	‘bodily’	involvement	
in	the	world,	stating	that	‘any	theory	that	separates	representational	minds	and	
representational	objects	will	not	allow	us	to	understand	the	nature	of	our	actual	
experience	in	the	world’	(Merleau-Ponty	1964:	7).	This	phenomenological	considering	
connects	to	the	position	developed	by	other	feminist	theorists	such	as	Simone	de	
Beauvoir	(1953),	Rosie	Braidotti,	(1994)	Judith	Butler	(1990,	1993),	Gayatri	
Chakravorty	Spivak	(1989),	Gail	Weiss	(1999).	It	connects	to	Karen	Barad	intra-actions	
(2007),	Donna	Haraway	situated	knowledges	(1991)	and	Barbara	Bolt	performative	
action	(2004),	which	I	will	discuss	below.	Elizabeth	Grosz	also	refers	to	this	mind/body	
separation	in	Volatile	bodies	(Grosz:	1994).	Grosz	redefines	the	body	using	aspects	of	
Deleuze's	post-Oedipal	framework	in	her	discussion	of	the	body	as	it	relates	to	
gender,	race	and	sex.	Grosz	rejects	the	non-physical	idea	of	the	body	as	a	social	force	
as	well	as	the	body	being	a	passive	organism.	Instead,	she	sees	the	body	as	structure	
of	systems	of	meaning.	For	Grosz,	the	body	is	not	only	a	social	condition	or	construct,	
but	also	an	interaction	of	lived	experiences	that	occur	‘rhizomically’.		
The	rhizome	refuses	a	binary	structure.	There	is	no	privileged	point	in	which	
‘meaning’	is	structured.	This	important	characteristic	allows	me	to	move	away	from	
the	privileged	and	colonial	gaze	of	earlier	landscape	photography.	Rather	than	a	
hierarchical	ordering	of	processes	in	my	creative	work,	I	incorporate	responsiveness	
and	sensation	of	time	and	place.	This	includes	an	imbedded	reflexivity	in	conjunction	
with	the	physical	and	technical	applications	of	the	medium.		Each	physical	and	
technical	step	emphasises	a	harmonised	co-existence	of	forces	and	employs	
multiplicity,	both	real	and	imagined.	Fixed	meaning	is	undermined	by	constantly	
shifting	within	the	shelter	of	any	concept	and	metamorphosing	into	something	else	at	
the	point	of	identification	or	categorisation:		
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Unlike	a	structure,	which	is	defined	by	a	set	of	points	and	positions,	with	binary	
relations	between	the	points	and	biunivocal	relationships	between	the	positions,	the	
rhizome	is	made	of	lines:	lines	of	segmentarity	and	stratification	as	its	dimensions,	and	
the	line	of	flight	or	deterritorialization	as	the	maximum	dimensions	after	which	the	
multiplicity	undergoes	metamorphosis,	changes	in	nature.	(Deleuze	&	Guattari	1987:	
21)		
The	rhizome	can	also	be	understood	as	a	metaphor	for	creative	practices,	composed	
of	abstract	lines,	movements	and	energies.	In	this	context,	the	subject	and	object	can	
no	longer	be	understood	in	terms	of	distinct	unities	of	bodies.	Deleuze	and	Guattari	
state	that	‘multiples	are	defined	by	the	outside:	by	the	abstract	line,	the	line,	the	line	
of	flight	or	deterritorialisation	according	to	which	they	change	in	nature	and	
connections	with	other	multiplicities’	(Deleuze	&	Guattari	1987:	9).	Thus,	it	is	‘only	
when	the	multiple	is	effectively	treated	as	substantive	“multiplicity”	that	it	ceases	to	
have	any	relation	to	the	One	as	subject	or	object,	natural	or	spiritual	reality,	image	
and	world’	(Deleuze	&	Guattari	1987:	8).		
The	rhizomatic	embraces	the	structuring	of	organisms,	objects,	environments	
and	cultural	forms	in	a	dynamic,	interactive	process.	It	enables	us	to	develop	and	
adjust	reconfigurations	of	how	meaning	can	be	constructed	or	imbued	as	emerging,	
multiple	and	varied.	The	importance	of	rhizomatic	practice	is	that	it	seeks	to	explore	
states	of	meaning	that	bring	into	play	very	different	regimes	of	signs,	and	even	non-
sign	positions	or	situations.	Positions	always	connect	back	to	one	another,	avoiding	a	
dualistic	structure.	I	tried	to	keep	this	in	mind	in	the	architecture	of	the	exhibition,	
where	different	activities	and	interventions	were	placed	in	a	sequence,	but	in	such	a	
way	that	the	viewer	could	wander	back	and	make	a	rhizomatic	track	through	the	
exhibition	(discussed	further	in	chapter	4).	
2.3	Theorising	affect		
Brian	Massumi’s	characterising	of	‘affect’	provides	a	key	insight	into	understanding	
the	relation	between	bodily	function	and	matter.	It	provides	insight	to	my	discussion	
of	the	physical	experience	of	the	landscape	that	is	engendered	through	the	process	of	
the	making.	Through	affect,	says	Massumi,	‘the	body	doesn’t	just	absorb	pulses	or	
discrete	stimulations;	it	enfolds	contexts,	it	enfolds	volitions	and	cognitions	that	are	
nothing	if	not	situated’	(Massumi	2002:	30).	For	Massumi,	intense	body	responses	can	
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be	autonomic,	yet	they	are	not	unconscious	pre-social	reactions	either.	Massumi	
describes	them	as	‘asocial’.	Such	a	response	‘includes	social	elements	but	mixes	them	
with	elements	belonging	to	other	levels	of	functioning	and	combines	them	according	
to	a	different	logic’	(Massumi	2002:	30).	This	amalgam	is	‘trace	of	past	actions’	
including	a	trace	of	contexts	which	are	‘conserved	in	the	brain	and	the	flesh,	but	out	
of	mind	and	body’	(Massumi	2002:	30).	Massumi	inscribes	an	openness	and	mobility	
in	affect	through	affect’s	virtual	positioning:	
Affect	is	synesthetic,	implying	a	participation	of	the	sense’s	in	each	other;	the	measure	
of	a	living	thing’s	potential	interactions	is	its	ability	to	transform	the	effects	of	one	
sensory	mode	into	another.	Affects	are	virtual	perspectives	anchored	in	(functionally	
limited	by)	the	actual	existing,	particular	things	that	embody	them.	The	autonomy	of	
affects	is	its	participation	in	the	virtual.	Its	autonomy	is	its	openness.	(Massumi	2002:	
35)		
For	Massumi,	the	virtual	is	a	place	where	binaries	collapse.	The	virtual	for	Massumi	‘is	
a	lived	paradox	where	what	are	normally	opposites	coexist,	coalesce,	and	connect;	
where	what	cannot	be	experienced	cannot	but	be	felt-albeit	reduced	and	contained’	
(Massumi	2002:	30).	Affect	functions	as	a	‘two-sided	coin’	(Massumi	2002:	35).	For	
Massumi,	this	is	a	dynamic	process	where	‘simultaneous	participation	of	the	virtual	in	
the	actual	and	the	actual	in	the	virtual,	as	one	arises	from	another	and	returns	to	the	
other’	(Massumi	2002:	35).	Massumi’s	term	of	virtual	is	to	talk	about	‘real’,	although	
possibly	hidden	processes.	Michael	Hardt	points	out	‘the	essential	point	here	is	that	
the	virtual	is	real	and	the	possible	is	not’	(Hardt	1993:	17).	Affect	is	realised	through	
the	potential	interconnectedness	of	all	conditions,	positionings,	parts	and	
environments.	Its	power,	as	a	cultural	and	social	force,	lies	in	its	ability	to	be	
unstructured,	abstract	and	transmittable.	Gavin	Perin	writes,	‘it	is	the	real-abstract;	
‘abstract’	in	the	sense	that	it	is	not	strictly	formally	figured	and	“real”	because	it	
contains	all	potential	conditions	of	interconnection	of	forces	and	things	in	the	world’	
(Perin	2013:	278).		
Seigworth	and	Gregg	in	the	Affective	reader	(2010)	also	describe	the	real	
power	of	affect	is	in	its	potential	as	a	‘body’s	capacity	to	affect	and	to	be	affected	
upon’	and	as	such	‘affect	and	cognition	are	never	fully	separable	–	if	for	no	other	
reason	than	that	thought	is	itself	a	body,	embodied’	(Seigworth	&	Gregg	2010:	2–3).	
Seigworth	and	Gregg	suggest	it	is	in	fact	the	suggestion	of	an	‘open-ended	in-
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between-ness’	through	forces	of	encounter	that	affect	is	‘integral	to	a	body’s	
perceptual	becoming’	as	such	a	‘body	is	as	much	outside	itself	as	in	itself’,	where	
through	webbed	relations,	distinctions	cease	to	matter	(Seigworth	&	Gregg	2010:	3).	
It	is	the	in-between-ness,	that	is,	the	capacities	to	act	and	be	acted	upon	through	both	
human	and	non-human	forces	or	intensities	(Seigworth	&	Gregg	2010:	2).	This	
mobility	can	extend	thinking	and	engagement	which	exists	beyond	emotion,	and	
language,	and	codified	responses.	The	inclusion	of	the	agency	of	matter	in	
conjunction	with	agency	of	the	body	as	an	emotive,	emphatic,	political	responses	is	
significant	here.	Affect	can	be	understood	as	a	co-emergent	and	(re)shaping	of	
understandings	and	responses	that	include	biology	and	culture,	organisms	and	
contexts,	ethics	and	aesthetic,	and	tools,	processes	and	technologies.		
Frost’s	contribution	stresses	the	importance	of	recognising	not	only	the	
importance	of	the	forces	shaping	the	body	but	also	the	body’s	response:	‘bodies,	
organisms	and	material	objects	act	both	independently	of	and	in	response	to	
discursive	provocations	and	constraints’	(Frost	2011:	70).	Frost	suggests	‘new	
materialists	consider	matter	or	the	body	not	only	as	they	are	formed	by	the	forces	of	
language,	culture,	and	politics	but	also	as	they	are	formative’	(Frost	2011:	70).	Frost	
integrates	Karen	Barad’s	insights	by	focusing	in	on	the	processes	of	materialisation:	
‘how	the	body’s	materiality	–	for	example,	its	anatomy	and	physiology	–	and	other	
material	forces	actively	matter	to	the	processes	of	materialization’	(Barad	2003:	809).		
2.4	Karen	Barad’s	agential	realism	and	intra-action	
Barad’s	theories	of	agential	realism	are	useful	here	in	extending	ideas	relating	to	
affect	and	agency.	Through	a	diffractive	methodology,	Barad	suggests	the	terms	such	
as	‘intra-action’,	and	‘agential	cut’	to	express	a	relational	ontology	that	accounts	for	
all	things;	human	and	non-human,	phenomenon	and	apparatus	(2003,	2007).	Barad	
suggests	that	‘agential	realism	is	an	epistemological	and	ontological	framework	that	
cuts	across	many	of	the	well-worn	oppositions	that	circulate	in	traditional	realism	
versus	constructivism,	agency	versus	structure,	idealism	versus	materialism,	and	
poststructuralism	versus	Marxism	debates’	(Barad	2007:	225).	Barad	situates	her	
approach	through	acknowledging	‘the	insights	of	some	of	our	best	scientific	and	social	
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theories,	including	quantum	physics,	science	studies,	the	philosophy	of	physics,	
feminist	theory,	critical	race	theory,	postcolonial	theory,	(post-)marxist	theory,	and	
poststructuralist	theory’	(Barad	2007:	25).		
I	employ	Barad’s	concept	of	diffraction	as	a	transdisciplinary	methodological	
approach	to	practice	of	‘reading	insights	through	one	another	in	ways	that	help	
illuminate	differences	as	they	emerge:	how	different	differences	get	made,	what	gets	
excluded,	and	how	those	exclusions	matter’	(Barad	2007:	25).	Haraway	outlines	
diffraction	as	‘patterns	record	the	history	of	interaction,	interference,	reinforcement,	
difference.	Diffraction	is	about	heterogeneous	history,	not	about	originals.	Unlike	
reflections,	diffractions	do	not	displace	the	same	elsewhere,	in	more	or	less	distorted	
form,	thereby	giving	rise	to	industries	of	[story-making	about	origins	and	truths].	
Rather,	diffraction	can	be	a	metaphor	for	another	kind	of	critical	consciousness’	
(Haraway	cited	in	Barad	2007:	71).	
Barad	employs	the	metaphor	of	the	physical	phenomenon	of	reflection,	which	
includes	‘optical	apparatus’,	in	order	to	mark	a	distinction	between	diffraction	and	
reflection.	Barad	states	that	‘whereas	the	metaphor	of	reflection	reflects	the	themes	
of	mirroring	and	sameness,	diffraction	is	marked	by	patterns	of	difference’	(Barad	
2007:	71–2).	Through	intra-actions,	a	diffractive	approach	takes	into	account	that	
‘knowing	is	never	done	in	isolation	but	is	always	effected	by	different	forces	coming	
together’	(Mazzei	2014:	743).	Barad	stresses	the	importance	of	entanglement:		
A	diffractive	methodology	is	respectful	of	the	entanglement	of	ideas	and	other	
materials	in	ways	that	reflective	methodologies	are	not.	In	particular,	what	is	needed	
is	a	method	attuned	to	the	entanglement	of	the	apparatuses	of	production,	one	that	
enables	genealogical	analyses	of	how	boundaries	are	produced	rather	than	presuming	
sets	of	well-worn	binaries	in	advance’	(Barad	2007:	29–30).		
	
The	diffraction	approach’s	significance	for	my	practice	as	it	includes	not	only	
our	visual	field,	but	also	ways	in	which	creative	practice,	situated	knowledges	and	
imaginings,	subjectivity	is	participatory.	The	layout	and	trajectory	(moving	through)	of	
the	exhibition	(Landscapes)	responds	to	Barad’s	insight	as	I	attempt	to	engage	the	
viewer’s	eye	and	body	to	move	across	and	between	each	photograph	and	between	
the	photographs	and	videos.	These	intra-actions	are	also	revealed	in	the	progress	of	
making	where	I	am	led	by	intuitive	markings	on	the	surface	of	the	work.	In	doing	so,	
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these	‘interruptions’	on	the	print	or	in	the	gallery	space,	not	attempt	to	fix	what	is	the	
object	and	what	is	the	subject	in	advance,	rather	I	allow	for	unforeseen	possibilities	
and	the	emergence	of	new	understandings	distinct	from	habitual	normative	readings.	
These	understandings	also	point	to	ways	of	thinking	about	the	body.	Barad	notes	that:	
Bodies	do	not	simply	take	their	places	in	the	world.	They	are	not	simply	situated	in,	or	
located	in,	particular	environments.	Rather,	‘environments’	and	‘bodies’	are	intra-
actively	co-constituted.	Bodies	(human,	environmental	or	otherwise)	are	integral	
‘parts’	of,	or	dynamic	reconfigurings	of,	what	is.	(Barad	2007:	70).		
Barad	distinguishes	between	understandings	of	interaction	as	‘the	assumption	that	
there	are	individual	independently	existing	entities	or	agents	that	preexist	their	acting	
upon	one	another’	(Barad	2007:	139).	In	contrast,	Barad	outlines	‘intra-action’	which	
‘queers	the	familiar	sense	of	causality	(where	one	or	more	causal	agents	precede	and	
produce	an	effect),	and	more	generally	unsettles	the	metaphysics	of	individualism	
(the	belief	that	there	are	individually	constituted	agents	or	entities,	as	well	as	times	
and	places)’	(Barad	2007:	139).	Barad	describes	this	thinking	through	an	agential	
realist	framework	where	agency	(human	and	non-human,	subject	and	object)	do	not	
pre-exist,	rather	knowing	is	an	enactment	which	‘materializes	in	intra-action’	(Barad	
2007:	139).	Furthermore,	Barad	argues,	‘the	notion	of	intra-action	marks	an	
important	shift	in	many	foundational	philosophical	notions	such	as	causality,	agency,	
space,	time,	matter,	meaning,	knowing,	being,	responsibility,	accountability,	and	
justice’	(Klein	2012:	77).	
Intra-action	thus	opens	possibilities,	incites	new	investigations	with	
reconfiguring	of	past	knowledge	and	stimulates	new	ways	of	knowing	(and	making)	
that	includes	a	deeper	understanding	and	engagement	with	phenomena.	In	an	
agential	realist	sense,	Barad	suggest	phenomena	are:	
…	the	entanglement—the	ontological	inseparability—of	intra-acting	agencies.	(Where	
agency	is	an	enactment,	not	something	someone	has,	or	something	instantiated	in	the	
form	of	an	individual	agent.)	It	is	through	specific	agential	intra-actions	that	the	
boundaries	and	properties	of	‘individuals’	within	the	phenomenon	become	
determinate	and	particular	material	articulations	of	the	world	become	meaningful.	
(Klein	2012:	77)		
Barad	locates	specific	intra-actions	as	‘agential	cuts’	(2007).	This	provides	an	
ontological	refiguring	for	the	‘Cartesian	cut’	–	which	supports	a	more	familiar	inherent	
distinction	between	object/subject.	Barad	states:	
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Intra-actions	enact	‘agential	separability’—the	condition	of	exteriority-within-
phenomena.	So	it	is	not	that	there	are	no	separations	or	differentiations,	but	that	they	
only	exist	within	relations.	Putting	the	point	another	way,	phenomena	are	differential	
patterns	of	‘mattering’—diffraction	patterns	dispersed	across	differently	entangled	
spaces	and	times,	or	rather	space/time/matterings.	(Klein	2012:	77)	
The	agential	cut	resists	separation	and	distance	between	subject/object.	Instead,	it	
underlines	‘the	fact	that	knowing	is	a	direct	material	engagement’	and	rather	than	
‘offering	an	undistorted	mirror	image	of	the	world,	it	is	about	accountability	to	marks	
on	bodies,	and	responsibilities	to	the	entanglement	of	which	we	are	part’	(Barad	
2012:	53).		
Through	considerations	of	agential	realism,	the	body	is	re-situated	as	
responsive,	spontaneous,	instinctive,	embodied	entities.	‘Reality’	is	seen	as	
immersive,	unfixed	and	fluid.	This	thinking	informs	my	practice	as	I	consider	the	
inscription	on	my	body	through	the	environment,	surroundings,	movements	and	
traces	which	influence	my	future	encounters	in	the	studio	and	darkroom.	This	also	
highlights	a	turn	to	affective	experiences	and	ways	of	knowing.	To	illustrate	and	
extend	this	example,	I	draw	on	ideas	of	diffraction.	
My	incorporation	of	diffraction	in	my	critical	thinking	also	sources	its	‘classic’	
use	in	physics,	when	a	light	wave	encounters	an	obstacle	or	a	slit.	Here,	diffraction	is	
the	bending	of	light	around	the	corners	of	an	obstacle	or	aperture	into	the	obstacle’s	
geometrical	shadow	region.	As	Barad	states,	‘a	way	of	making	evident	some	rather	
remarkable	features	about	the	nature	of	light,	including	how	the	effects	of	differences	
matter’	(Barad	2007:	72).	For	a	photographer,	the	effects	of	diffraction	often	entail	
the	use	of	an	aperture	and	different	lenses.	Often	these	choices	are	acknowledged	or	
observed	in	the	technical	outcome	or	readings	of	photographic	representations.	They	
are	rarely,	however,	accounted	for	as	being	related	to	an	embodied	representation,	
particularly	through	intra-action	phenomena	(body,	environment	and	apparatus).	
Barad	details	an	account	of	this	below	in	accounting	the	functions	of	an	STM	scan	
(STM,	or	scanning	tunnelling	microscope,	is	an	instrument	for	imaging	surfaces	at	the	
atomic	level).		
The	specimen	has	to	be	prepared	and	carefully	positioned	on	the	scan	head;	a	new	tip	
has	to	be	cut	for	each	specimen;	the	tip	has	to	be	carefully	positioned	above	the	
surface	of	the	specimen;	the	specimen's	tilt	coordinates	have	to	be	adjusted	properly;	
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the	system	has	to	be	isolated	from	direct	light,	vibrations,	air	currents,	and	
temperature	fluctuations	during	the	scan,	or	else	the	image	will	be	compromised;	a	
scan	range	must	be	selected;	and	the	operator	must	decide	if	the	image	produced	
constitutes	a	‘good	image.’	The	separation	of	fact	from	artifact	depends	on	the	proper	
execution	of	each	of	these	steps	and	requires	skill	and	know-how	achieved	through	
experience.	(Barad	2007:	53)		
Barad	is	clear	to	point	out	that	‘seeing’	using	a	STM	‘operates	on	very	different	physical	
principles	than	visual	sight’	(Barad	2007:	53).	She	argues	that:	
Examples	like	this	make	it	clear	that	representationalism	is	a	practice	of	bracketing	out	
the	significance	of	practices;	that	is,	representationalism	a	failure	to	take	account	of	
the	practices	through	which	representations	are	produced.	Images	or	representations	
are	not	snapshots	or	depictions	of	what	awaits	us	but	rather	condensations	or	traces	of	
multiple	practices	of	engagement.	An	STM	image	does	not,	on	its	own,	make	or	break	
our	belief	in	the	reality	of	atoms;	it's	just	one	more	piece	of	evidence-a	spectacular	
display,	be	sure-in	a	web	of	evidence	and	practices	that	produce	what	we	take	to	be	
evidence.	(Barad	2007:	53)	
Thus	rather	than	being	independent	of	experimental	circumstances	in	order	to	reveal	
the	‘preexisting	determinate	nature	of	the	entity	being	measured’,	we	must	account	
for	‘the	nature	of	the	observed	phenomenon’	(Barad	2007:	107).	Additionally,	
changes	occur	with	consequential	and	ongoing	changes	in	the	apparatuses	and	
process	(Barad	2007:	107).	Through	this	account	of	observations	and	changes,	we	can	
‘highlight,	exhibit,	and	make	evident	the	entangled	structure	of	the	changing	and	
contingent	ontology	of	the	world’	which	include	the	‘ontology	of	knowing’	(Barad	
2007:	73).	As	Barad	states,	‘diffraction	not	only	brings	the	reality	of	entanglements	to	
light,	it	is	itself	an	entangled	phenomenon’	(Barad	2007:	73).	Barad	relates,	through	
Bohr's	‘proto-performative	account’,	that	‘scientific	practices	may	more	adequately	
be	understood	as	a	matter	of	intervening	rather	than	representing’	(Barad	2007:	54).	
In	this	way,	diffraction	or	‘interference’	is	not	simply	passive	or	destructive	or	
separate;	it	is	also	active	and	constructive	and	familiar.		
2.5	Donna	Haraway	and	situated	knowledges	
I	have	thus	far	attempted	to	address	issues	relating	to	landscape,	representation,	
subjectivity	and	ideas	of	affect	and	agency	through	Warren	(1994)	and	Plumwood’s	
(1993)	ecofeminist	thinking	and	Braidotti	(2011),	Massumi	(2002),	Grosz	(1994)	and	
Barad’s	(2007)	critique	of	subjectivity,	agency	and	affect.	This	includes	understandings	
related	to	creative	and	theoretical	applications.	Donna	Haraway	(1991)	has	been	a	
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significant	contributor	in	her	writings,	theories	and	manifestos.	Here	I	would	like	to	
touch	upon	the	significance	in	her	considerations	of	‘situated	knowledges’	and	the	
relation	to	performative	function	and	vision.		
Situated	Knowledge	considers	the	complexity	of	meaning	and	observation	as	
they	arise	through	social,	cultural	and	bodily	interactions.	Particularly,	how	meaning	
and	observations	are	understood	through	biological	and	technological	vision	and	
experience.	This	includes	questioning	the	(feminist	and	other)	epistemology	of	
philosophy	and	thinking	related	to	rationality	and	notions	of	truth,	subjectivity,	
embodiment,	and	significantly,	their	justification.	In	other	words,	it	formulates	
‘knowers’	as	situated	in	particular	relations	to	what	is	known	and	to	other	knowers.	
What	is	known,	and	the	way	that	it	is	known,	thereby	reflects	the	situation	or	
perspective	of	the	knower.	As	Haraway	notes:	
The	knowing	self	is	partial	in	all	its	guises,	never	finished,	whole,	simply	there	and	
original;	it	is	always	constructed	and	stitched	together	imperfectly,	and	therefore	able	
to	join	with	another,	to	see	together	without	claiming	to	be	another.	Here	is	the	
promise	of	objectivity:	a	scientific	knower	seeks	the	subject	position	not	of	identity,	but	
of	objectivity;	that	is,	partial	connection.	There	is	no	way	to	‘be’	simultaneously	in	all,	
or	wholly	in	any,	of	the	privileged	subjugated)	positions	structures	by	gender,	race,	
nation,	and	class.	(Haraway	1991:	192)	
Haraway	suggests	that	the	structure	(and	thus	understandings)	of	the	‘subjectivity’	is	
multidimensional	(Haraway	1991:	192).	Being	‘bodily’	materialises	within	occurrences	
between	interaction.	In	this	way,	subjectivity	does	not	imply	the	immediate	presence	of	a	
body.	As	Haraway	argues,	objects,	be	they	bodies,	affects,	memories,	or	discourses,	are	
boundary	projects	productive	of,	not	just	produced	by,	meanings,	subjects,	places,	
temporalities	(Ridgway	&	Stern	2008:	140).	In	this	understanding,	intra-action	encompasses	
an	enfolding	sense	of	subjectivity	and	physical	materiality.	This	embraces	ideas	and	
experience	of	place/space	and	the	body	that	is	traced	through	an	emphatic	interconnectivity	
rather	than	enactment	(or	replacement)	of	prior	understanding.	This	includes	perceptions	
related	to	performance	and	vision.	As	Haraway	suggests:	
‘Being’	is	much	more	problematic	and	contingent.	…	One	cannot	relocate	in	any	
possible	vantage	point	without	being	accountable	for	movement.	Vision	is	always	a	
question	of	the	power	to	see	–	and	perhaps	of	the	violence	implicit	in	our	visualizing	
practices.	With	whose	blood	were	my	eyes	crafted?	These	points	also	apply	to	
testimony	from	the	position	of	‘oneself’.	We	are	not	immediately	present	to	ourselves.	
Self-knowledge	requires	a	semiotic-material	technology	linking	meanings	and	bodies.	
(Haraway	1991:	190)		
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This	embraces	an	embodied	consideration	of	vision,	practice	and	knowledges.	
Particularly	from	a	feminist	and	ecological	positioning,	it	is	not,	as	Haraway	suggests,	
‘about	fixed	location	in	a	reified	body,	female	or	otherwise,	but	about	nodes	in	fields,	
inflections	in	orientations,	and	responsibility	for	difference	in	material-semiotic	fields	
of	meaning’	(Haraway	1991:	193).	Haraway	notes	that	vision	requires	not	only	
apparatus	and	instrument	to	construct	vision,	it	must	recognise	that	‘an	optics	is	a	
politics	of	positioning’	(Haraway	1991:	193).	Embodiment,	Haraway	argues,	‘is	a	
significant	prosthesis;	objectivity	cannot	be	about	fixed	vision	when	what	counts	as	an	
object	is	precisely	what	world	history	turns	out	to	be	about’	(Haraway	1991:	193).	For	
Haraway,	the	‘instruments	of	vision	mediate	standpoints;	there	is	no	immediate	vision	
from	the	standpoint	of	the	subjugated	(overpowered)’	(Haraway	1991:	193).	In	other	
words,	vision	and	subjectivity	are	not	placed	as	mutually	exclusive,	or	alternative,	but	
rather	reflected	and	understood	through	‘situated	knowledges’	and	multidimensional.	
This	thinking	is	significant	as	it	extends	‘ways	of	looking’	to	include	cultural,	social,	and	
bodily	constructions	in	collaboration	with	technologies,	creative	processes	and	
apparatuses.	Situated	knowledges,	established	through	Haraway	and	in	conjunction	
with	Barad’s	agential	realism,	resist	deterministic	framings	through	its	focus	on	
narratives	of	agency	and	acknowledgement	of	intra-actions	permeated	between	
human/non-human,	nature/culture.		
The	re-figuring	of	gaze	values	extends	beyond	fixed	and	distanced	consciousness	
often	associated	with	technologies,	equipment	and	‘external’	processes.	It	challenges	
the	universality	of	traditional	rational	perception	associated	with	the	politics	of	body	
and	specific	landscape	representations	where	mind	and	body	were	separate	entities.	
As	Haraway	suggests,	in	order	to	‘go	beyond	the	fixed	appearances	of	end	products’	
(Haraway	1991:	195),	it	is	necessary	to	extend	beyond	the	metaphor	of	‘primate	
vision’.	Rather,	an	account	for	a	visual	metaphor	should	investigate	the	varied	
apparatuses	of	visual	production.	This	thinking	includes	prosthetic	technologies,	
particularly	‘machineries	for	processing	regions	of	the	electro-magnetic	spectrum	into	
our	pictures	of	the	world’	which	are	‘interfaced	with	our	biological	eyes	and	brains’	
(Haraway	1991:	195).	Haraway	reasons:	
It	is	in	the	intricacies	of	[these]	visualization	technologies	in	which	we	are	embedded	
that	we	will	find	metaphors	and	means	for	understanding	and	intervening	in	the	
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patterns	of	objectification	in	the	world,	that	is	the	patterns	of	reality	for	which	we	must	
be	accountable.	In	these	metaphors,	we	find	means	for	appreciating	simultaneously	
both	the	concrete,	‘real’	aspect	of	the	semiosis	and	production	in	what	scientific	
knowledge.	(Haraway	1991:	195)		
In	this	project,	I	draw	on	ambiguity,	agency	and	mutuality	rather	than	mastery.	
These	ideas	inform	my	studio	practice	where	I	attempt	to	extend	the	idea	of	
instability	as	a	central	element	in	the	process	of	representing	landscape	through	
photographic	creative	practice.	This	transpires	in	the	field,	in	the	studio	and	in	the	
darkroom.	I	negotiate	avenues	of	multiple	engagement	with	processes	and	bodily	
intra-action.		The	development	of	the	project	has	been	driven	by	an	intimate,	
reciprocal	relationship	with	the	landscape,	in	particular,	the	Huon	Valley.	I	mapped	
traces	of	these	experiences	by	means	of	physical	markings	and	handling	of	film’s	
emulsion.	Both	the	initial	image	captured	in	the	field	and	re-working	of	the	negatives	
in	the	darkroom	and	studio	are	led	by	an	intuitive	connection	of	bodily	experience	
and	re-experiencing	(through	viewing	the	captured	images)	rather	than	formally	
driven.	Through	this	process,	it	is	both	the	real	and	imagined	experience	of	landscape,	
the	body	and	material	process	that	impacted	the	final	image.		Outcomes,	which	are	
evidenced	in	my	creative	practice,	is	discussed	further	in	Chapter	4.		
2.6	Indexicality	and	photo-practice	
In	this	project,	I	am	drawn	to	the	photographic	medium	as	a	creative	method	to	
engage	with	the	landscape.		This	includes	the	ideological	and	material	underpinnings	
of	the	medium’s	ability	to	reflect	physical	and	conceptualisations	of	bodily	trace	in	
conjunction	with	representational	values.		I	experiment	with	materials,	techniques	
and	multiple	processes	in	the	darkroom	and	field.	These	approaches	have	allowed	me	
to	explore	processes	inherently	connected	to	the	photographic	medium	which	
includes	a	re-examination	of	the	indexical	nature	of	the	photographic	medium.		
During	photographic	exposure,	light	reflected	off	the	subject	falls	through	the	
lens	and	induces	changes	in	the	photosensitive	film.	This	physical	and	fundamental	
link	between	the	subject	and	the	material	of	a	photograph	has	been	referred	to	as	
‘indexicality’.	Adopted	from	the	semiotics	of	Charles	Sanders	Peirce,	the	indexical	
indicates	a	direct,	rather	than	arbitrary,	connection	between	a	sign	and	its	referent.	
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This	unique	relationship	creates	potential	for	the	medium	to	produce	artefacts	that	
testify	through	their	physical	presence,	rather	than	pictorial	representation,	to	the	
exposure	having	taken	place.		
Peirce’s	leading	theories	of	signs	and	indices	have	been	re-evaluated	by	many	
writers	on	the	subject	of	photography	such	as	Roland	Barthes	(1972,	1977,	1988),	
Susan	Sontag	(1977,	2003),	John	Tagg	(1988),	John	Berger	(1973),	and	Victor	Burgin	
(1982),	who	all	identify	the	significance	of	the	index	or	trace	as	a	defining	feature	of	
photographs.	Many	of	these	writers	were	also	influenced	by	Walter	Benjamin’s	
attempt	to	demystify	the	practice	of	art	and	explain	the	communicative	and	historic	
role	of	photographs.	A	full	review	of	all	these	writers	and	relevant	theories	is	beyond	
the	scope	of	this	exegesis.		
In	her	1977	book	On	photography,	Susan	Sontag	argues	that	the	camera	
establishes	an	inferential	relation	to	the	present,	through	which	‘reality	is	known	by	
its	traces’	(Sontag	1977:	167).	Sontag	states	that	‘the	picture	may	distort;	but	there	is	
always	a	presumption	that	something	exists,	or	did	exist,	which	is	like	what	is	in	the	
picture’	(Sontag	1977:	5).	According	to	Sontag,	the	indexical	character	of	the	
photograph	gives	it	a	special	status	above	that	of	other	types	of	images.	The	
photograph	can	challenge	our	beliefs	about	reality.	Sontag	suggests:	
Such	images	are	indeed	able	to	usurp	reality	because	first	of	all	a	photograph	is	not	
only	an	image	(as	a	painting	is	an	image),	an	interpretation	of	the	real;	it	is	also	a	trace,	
something	directly	stenciled	of	the	real,	like	a	footprint	or	a	death	mask.	While	a	
painting,	even	one	that	meets	photographic	standards	of	resemblance,	is	never	more	
than	the	stating	of	an	interpretation,	a	photograph	is	never	less	than	the	registering	of	
an	emanation	(light	waves	reflected	by	objects)	–	a	material	vestige	of	its	subject	in	a	
way	that	no	painting	can	ever	be.	(Sontag	1977:	154)	
Sontag	identifies	that	photographs	are	artefacts,	objects	that	are	constructed,	yet	they	are	
also	‘unpremeditated	slices	of	the	world’,	that	are	able	to	‘trade	simultaneously	on	the	
prestige	of	art	and	the	magic	of	the	real’	(Sontag	1977:	69).	Sontag	articulates	a	view	of	
photography	that	asserts	that	the	contact	between	the	photograph	and	its	subject	is	
significant,	but	at	the	same	time	is	not	a	guarantee	of	the	truthfulness	or	reality	of	what	the	
photograph	shows.	Roland	Barthes	supports	a	similar	conclusion	to	Sontag	in	his	writing	in	
Camera	lucida	(1980).	Barthes	notes:		
The	photograph	is	literally	an	emanation	of	the	referent.	From	a	real	body,	which	was	
there,	proceed	radiations	which	ultimately	touch	me,	who	am	here;	the	duration	of	the	
	 47	
transmission	is	insignificant;	the	photograph	of	the	living	being,	as	Sontag	says,	will	
touch	me	like	the	delayed	rays	of	a	star.	(Barthes	1980:	80)		
Barthes	suggests	that	the	essence	of	photography	is	found	through	the	production,	
including	the	physical	production	and	touch,	of	light.	The	result	of	the	physical	
encounter,	and	relational	trace	index,	that	remains	between	the	image	and	the	
subject	and,	in	turn,	between	the	viewer	and	the	image	enables	photographs	to	gain	
a	quality	that	goes	beyond	a	mere	record.		
Being	primarily	sensed	rather	than	‘read’	as	images,	such	entities	open	up	a	
possibility	for	representing	interaction	with	the	physical	environment.	On	the	other	
hand,	when	considered	only	as	images,	despite	their	apparently	immediate,	natural	
and	non-mediated	relation	to	what	they	represent,	photographs	function	as	culturally	
coded	signs	that	operate	in	a	sphere	of	meanings	that	are	entirely	human.	The	
problem	with	this	mode	of	analysis	is	it	privileges	the	theory	or	analyst,	who	builds	
the	system	of	meaning,	rather	than	the	practitioners	as	creative	producers	of	or	
active	participants	in	knowledge	creation.	More	recent	work	on	semiotics	in	relation	
to	visual	culture	(Bal	1999	and	2006,	Krauss	1985,	Hodge	&	Kress	1988,	Kress	&	Van	
Leeuwen	1996)	has	begun	to	mark	a	shift	from	the	analysis	of	codes	to	analysis	of	
practices.	Images	are	looked	at	and	interpreted	in	relation	to	the	activities	of	
producers,	distributors,	and	audiences.	
2.7	Barbara	Bolt	and	the	performative	function	in	art	
In	Art	beyond	representation:	The	performative	power	of	the	image	(2004),	Barbara	Bolt	
theorises	an	alternative	way	of	looking	at	materiality	in	relation	to	art	practice	that	is	aligned	
with	Barad’s	‘intra-action’	thinking.	Bolt	suggests	the	notion	of	performativity	where	images	
are	not	only	representational,	but	are	also	performative,	as	they	extend	themselves	to	‘real’	
experiences	and	bodies.	Bolt	suggests:		
There	is	space	for	rethinking	realism	as	a	material	realism;	not	one	that	is	grounded	in	
mimesis	or	perpetual	approaches	to	the	real,	but	one	that	arises	in	the	Real.	In	this	
material	realism	it	is	not	a	question	of	figuration	or	a	photographic	re-presentation	of	
reality	but	rather	where	art	subverts	the	domain	of	representation	and	activates	
sensation	to	become	experience.	(Bolt	2011:	66)	
Bolt’s	argument	centres	around	the	performative	possibility	of	art;	she	is	attracted	to	
Heidegger’s	notion	of	‘handling’	while	being	generally	more	circumspect	about	a	constructed	
Western	ideological	discourse,	or	‘Enlightenment	modes	of	thought’.	(Bolt	2004:	188–89).	For	
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Bolt,	it	is	through	‘Heidegger’s	notion	of	handling	that	we	come	to	understand	that	
movement	is	a	condition	within	practice	itself’	(Bolt	2011:	187–88).	Bolt	points	out	that	
‘representation	traps	us	in	a	mode	of	thought	that	insists	on	grasping	reality	through	imposed	
conceptual	structures’	(Bolt	2004:	55).	These	imposed	structures	are	about	mastery	rather	
than	a	manifestation	of	affect.	For	Bolt,	these	imposed	structures	are	located	outside	our	
‘real’	experience.	Bolt	suggests	that	a	new	‘materiality’	embrace	the	‘performative’	action	in	
order	to	extend	an	ontological	understanding	of	art	beyond	representational.	Bolt	thus	
acknowledges	the	artistic	process	and	potential	mutual	reflection	and	transmutation	between	
the	reality	and	the	image.		
The	relations	of	care	and	responsibility	that	characterize	artistic	practice	involve	a	
particular	responsiveness	to,	or	conjunction	with	other	contributing	elements	that	
make	up	the	particular	art	ensemble.	Through	Heidegger’s	notion	of	concernful	
dealings	and	my	own	practice	as	an	artist	and	writer,	I	have	come	to	understand	that	
through	our	dealings	with	tools,	materials	and	ideas,	we	are	co-responsible	for	allowing	
the	emergence	of	art.	It	is	through	this	dynamic	and	productive	relation	that	art	
emerges	as	a	revealing.	The	work	of	art	is	this	movement.	(Bolt	2011:	187–88)		
It	is	then	through	the	exchange	between	objects,	bodies	and	images	that	matter	can	
be	transformed	and	a	new	ontology	contextualised.	This	insight	has	informed	the	
mapping	and	layout	of	the	exhibition	discussed	in	Chapter	4.	Bolt	explains	that	it	is	
within	this	performative	space	that	‘art	produces	effects	of	a	very	different	order	to	
that	of	mere	representation’.	This	consideration	sits	outside	of	preconceived	
aesthetic	aims,	particularly	relating	to	Cartesian	ideology.	Rather	it	manifests	and	
reveals	a	new	dynamic	relationship	between	art	and	life	(Bolt	2011:	187–88).	Bolt	
suggests	‘the	dynamic	productivity	of	practice,	imaging	doesn’t	merely	represent	
reality’	but	instead	‘images	leak	into	the	world	and	produce	it	in	some	unforeseen	
way’	(Bolt	2011:	187–88).		
Bolt	employs	Paul	Carter’s	understanding	of	methexis	as	a	way	of	aligning	the	
‘performative’	act	in	art.	In	doing	so,	Bolt	argues	that	in	order	to	extend	upon	
ontological	understandings	there	is	a	need	to	embrace	the	dynamic	reciprocity	that	
occurs	within	the	process	of	creative	practice.	This	includes	mutuality	between	
representation,	matter	and	bodily	performance.	Bolt	talks	about	this	dynamic	
reciprocity:	within	‘the	dynamic	productivity	of	material	practice,	reality	can	get	into	
images.	Imaging,	in	turn,	can	produce	real	material	effects	in	the	world’	(Bolt	2004:	8).	
What	emerges	is	‘the	possibility	for	articulating	an	embodied	theory	of	practice	that	
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takes	into	account	the	matter	of	bodies	and	objects.	Such	a	materialist	account	of	
creative	practice	questions	our	customary	ways	of	thinking	about	the	work	of	art’	
(Bolt	2011:	189).	This	is	‘an	embodied	theory	of	practice	that	takes	into	account	the	
matter	of	bodies	and	objects’	(Bolt	2011:	189).	It	is	through	interconnection	between	
the	authentic,	‘the	real’	material	processes,	engaged	with	the	performative	act	of	
making,	that	a	dialogue	and	transformation	is	realised	through	art	and	life.		
In	order	to	question	customary	ways	of	thinking,	making	and	viewing	work	of	
arts	(Bolt	2011:	189)	Bolt	stresses	the	necessity	to	adopt	an	equal	playing	field	
between	conceptual	practices	and	material	processes.	Bolt	claims:	
Certain	forms	of	art,	for	example,	conceptual	art,	only	address	the	brain	and	rationality,	
whilst	other	forms	act	directly	on	the	nervous	system,	serves	to	reinforce	the	
Descartian	mind/body	split.	Since	the	brain	is	part	of	the	nervous	system,	such	a	
separation	of	the	conceptual	from	material	or	bodily	processes	creates	a	false	
dichotomy.	(Bolt	2011:	190)	
This	application	of	methexis	is	related	to	ideas	of	‘affect’	in	the	making	and	the	
viewing.	Moving	beyond	stagnant	codified	understandings,	embedded	in	traditional	
aesthetic	values,	the	work	of	art	can	exceed	preconceived	limits	as	purely	
representation	(Bolt	2004:	185).	This	‘materialization	involves	a	mutual	reflection	
rather	than	a	one-way	causality’	(Bolt	2004:	185).	For	Bolt,	rather	than	a	
representational	relationship,	engagement	is	about	a	direct	indexical	interconnection	
between	body/object/subject/viewer.	The	encounter	between	the	material	and	
performative	process	emphasises	(and	erodes)	boundaries	between	making,	looking	
and	lived	experience.	Bolt	uses	the	term	methexis	to	reveal	the	connection	between	
life	and	art:		
What	emerges	in	and	through	methexis	is	a	different	sort	of	practice	and	a	different	
politics	of	practice.	Just	as	hammering	in	a	workshop	shows	up	the	web	of	significant	
relations,	so	in	methexis	a	pattern	begins	to	emerge	from	the	shifting	shapes	of	
relational	ontologies.	The	process	of	methexis	allows	us	to	recognize	how	it	is	that	
there	is	a	transmutation	between	art	and	life.	(Bolt	2004:	189)		
What	is	critical	here	is	that	performance	is	realised	through	the	coexisting	intra-
action.	Furthermore,	in	the	act	of	making	knowledge	is	embodied,	engendered	and	
emerging.	Bolt	suggests	that	‘meanings	emerge	in	the	facts	of	the	matter’	(Bolt	2011:	
142).	Rather	than	meaning	being	indicated	or	filtered	through	representational	
ideology,	it	is	through	the	performative	act	of	making	that	social	and	cultural	and	
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aesthetic	positions	evolve	and	add	meaning.	For	Bolt,	it	is	about	the	action	rather	
than	the	actor:	‘the	focus	on	choreography	shifts	the	focus	from	the	actor,	the	act	
and	the	acted	upon,	to	the	action’	(Bolt	2011:	141).	There	is	a	dynamic	reciprocity	
between	process,	subjectivity	and	body	relationships	here.		
This	view	can	help	examine	the	interplay	between	artist,	process,	referent	and	
meaning	(sign).	It	can	also	address	questions	relating	to	the	indexical.	As	Bolt	tackles	
it,	‘how	do	we	experience	a	work	of	art	as	both	an	act	of	concurrent	actual	production	
and	a	sign?’	(Bolt	2004:	173)	and	‘how	do	we	theorize	this	relationship	without	
reducing	it	to	the	circulation	of	signs	or	reverting	to	expressionist	notions	of	art?’	
(Bolt	2011:	168).	Observing	Charles	Sanders	Peirce’s	notion	of	semiosis	and	
relationship	between	signification	and	the	material	world,	Bolt	suggests:	
The	dynamic	object	operates	as	a	pressure	on,	or	pulse	in,	the	seeable.	The	insistence	
of	the	dynamic	object	constitutes	a	key	energy	or	force	in	the	work	of	art.	Thus,	a	
picture	is	not	just	the	coded,	immediate	object.	A	picture	also	bears	the	pressure	of	the	
dynamical	object.	In	this	way,	the	dynamic	object	prevents	the	picture	from	being	
reduced	to	just	a	sign.	(Bolt	2004:	175)	
This	understanding	that	precludes	the	image	from	being	reduced	to	a	‘sign’	is	central	
to	my	development	of	an	‘affective	gaze’.	Bolt’s	(re)evaluation	of	Peirce’s	
classification	of	signs	as	iconic,	symbolic	and	indexical	through	the	performative	act	
helps	extends	my	thinking	and	practice	to	include	ideas	active	engagement.	Bolt	
suggests:		
I	suspect	that	by	focusing	on	enunciative	practices,	that	is,	the	systems	of	fabrication	
rather	than	systems	of	signification,	there	is	a	possibility	of	investigating	the	field	of	an	
‘art	of	practice’	starting	from	the	bottom,	rather	than	from	the	top	down.	It	is	through	
an	analysis	of	the	subtle	logic	of	artistic	process	that	we	can	begin	to	articulate	the	
logic	of	practice.	This	logic	follows	on	from	practice	rather	than	prescribing	it.	(Bolt	
2011:	7)	
In	this	understanding,	the’	indexical’	–	where	the	image	creates	a	dynamic	relation	
between	the	things	it	represents	in	relation	to	the	viewer	–	can	be	(re)constructed	to	
include	ideas,	images	and	processes	that	create	a	vibrant,	intra-active	relation	
between	the	things	it	represents	and	experience,	which	can	relate	to	the	maker	and	
also	the	viewer.	Brian	Martin	suggests,	as	the	oscillation	between	the	abstracted	view	
to	the	referent:	
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The	methexical	process	is	transferred	to	the	viewers	as	they	are	modally	affected	by	
the	drawings.	The	works	have	real	material	effects	and	affects	by	forcing	the	viewer	to	
move	physically	through	vision	from	the	abstract	to	the	figurative,	back	to	the	abstract	
and	so	on.	It	is	this	duality	that	converges	within	and	around	(the	drawings)	that	
allowed	them	to	imprint	onto	the	viewing	audience.	(Martin	2013:	121)	
I	use	this	thinking	to	position	my	own	landscape	images	beyond	the	simply	‘referent’.	
The	image	or	work	is	not	reduced	through	its	causal	relationship	to	the	referent,	but	
gains	momentum	and	meaning	through	the	material	activity	of	making	and	looking.		
2.8	Mieke	Bal	and	the	visual	rhetoric	
Mieke	Bal	interrogates	the	relationship	between	text	and	image.	Bal’s	thinking	
generated	insights	for	me,	which	were	productive	for	the	Landscape	exhibition	at	the	
Deakin	Waterfront	Campus,	in	which	texts,	notes,	videos	and	images	were	placed	in	
strategic	relation	to	each	other.	Bal	sets	out	to	devise	what	she	calls	a	visual	rhetoric:	
‘a	thoroughly	integrated	encounter	between	visuahty	(visuality),	verbahty	(verbality),	
and	critical	endeavour’	(Bal	2006:	289).	Bal	argues	that	in	the	act	of	interpreting	or	
describing	pictures,	even	in	the	fundamental	process	of	recognising	what	they	
represent,	language	enters	into	the	visual	field.	Furthermore,	to	read	an	image	purely	
through	narrative	structures	is	to	only	read	an	image	in	part.	The	issue,	Bal	suggests,	
is	the	privileging	of	words	over	images	and	the	relational	value	of	distinguishing	of	
visual	(appearance)	over	reality.	Sandra	Kemp	notes	this	concern	is	connected	to	the	
‘delimiting	signs,	delimiting	interpretation,	and	distinguishing	interpretation	from	
description’	(Kemp	cited	in	Campbell	1996:	168).	Delimiting	signs	in	this	sense	restrict	
engagements	and	perception	from	a	position	of	fixity,	constrained	to	ideological	
boundaries.	Bal’s	intention	is	to	then	find	‘another	narrative’	which	derives	from	an	
‘interaction’	rather	than	an	‘opposition’	between	discourse	and	image	(Bal	2006:	24).	
Bal	outlines	a	new	criticism	that	challenges	dichotomies	theory	and	practice:	
I	am	not	proposing	that	we	ignore	the	evoked	story	in	favour	of	some	‘fresh’	or	‘direct’	
visual	narrative.	Rather,	I	would	like	to	make	a	case	for	a	double,	differential	reading,	
which	juxtaposes	the	evoked	against	the	narrated	story,	in	order	to	let	them	interact	
and	to	let	the	tensions	between	the	stories	produce	new	meanings.	(Bal	1992:	207)		
One	way	Bal	foresees	this	challenge	is	a	refocusing	on	the	detail	in	an	image	rather	
than	the	image	as	whole.	Bal	suggests	this	can	be	achieved	through	‘reading	for	the	
navel’.	She	suggests	‘the	textualizing	navel	is	an	emptiness,	a	little	surface	which	the	
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work	leaves	unfilled’	(Bal	1992:	22).	The	navel	is	construct	as	a	performative	
metaphor.	It	accounts	for	hints	of	detail	and	interaction	of	surface	elements.	Reading	
an	image	as	whole	‘representation’	no	longer	dominates	meaning.	Rather,	it	is	
through	the	play	of	detail	that	meaning	emerges.	This	includes	various	drawing	on	
instabilities	and	intensities	of	meaning	rather	than	being	fixed.	Bal	states	in	relation	to	
this	notion	of	the	‘naval’:	
Subject	is	overruled	by	an	odd	detail	that	takes	over	representation,	abducting	it	in	
different	directions,	resisting	coherence,	and	thereby	provoking	resistance.	The	detail	
that	works	in	this	way	sets	in	motion	the	process	or	performance	of	the	painting	that	
entangles	the	viewer	across	time;	a	process	moreover,	that	itself	takes	time,	thus	
foregrounding	the	double	temporality	of	the	image	and	the	look	that	takes	over	it.	(Bal	
1999:	31)	
Through	questioning	relationships	between	meaning	and	experience,	Bal	reworks	
arguments	about	looking	and	viewing,	particularly	notions	of	gaze	as	the	internalised	
social	construction	of	looking	(Kemp	cited	in	Campbell	1996:	170)	This	is	necessary	to	
not	only	evaluate	how	images	represent	have	traditionally	been	codified,	but	how	it	is	
also	ingrained	through	language	and	creative	practice.	
2.9	Ways	of	looking:	the	gaze	and	the	glance	
Theorist	Jonathan	Schroeder	suggests	'to	gaze	implies	more	than	to	look	at’	–	it	
signifies	a	psychological	relationship	of	power,	in	which	‘the	gazer	is	superior	to	the	
object	of	the	gaze'	(Schroeder	1998:	208).	In	this	instance,	viewing	pleasure	takes	the	
form	of	voyeurism.	The	object	being	gazed	upon	is	outside	of	and	distanced	from	the	
viewing	subject	(Kuhn	1982:	58).	Furthermore,	it	is	through	the	play	of	absence	and	
distance	that	desire	is	activated.	Notions	relating	to	gaze	and	power	have	been	
examined	at	length;	for	example,	through	Laura	Mulvey’s	(1989)	well-observed	notion	
and	critique	of	the	privileging	male	gaze;	Michael	Foucault’s	(1991,	1998)	theorising	
of	relationships	between	knowledge,	power	and	surveillance;	and	feminist	
geographers	Gillian	Rose	(1993)	and	Catherine	Nash	(2002),	who	have	reworked	ideas	
concerning	power	and	attitudes	relating	to	the	landscape	and	gender	values.		
Art	historian	Norman	Bryson	also	questions	notions	of	the	gaze.	Unlike	Mulvey	
and	Foucault,	Bryson	explains	the	way	we	see	things	in	terms	of	class	and	who	we	are	
in	society.	For	Bryson,	looking	is	a	predetermined	act,	based	on	our	cultural	
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conventions	(Bryson	1983:	2).	For	Bryson,	the	gaze	and	the	glance	are	polar	opposites	
divided	by	intent.	He	applies	a	moral	value	to	the	act	of	seeing	that	incorporates	the	
perceived	intent	of	the	viewer	towards	the	subject.	Morally	the	gaze	is	somehow	
masterful	and	forceful,	while	the	glance	is	a	passing	look,	something	stolen,	illicit	and	
subversive	(Bryson	1983).	Bryson	states:	
…	between	the	subject	and	the	world	is	inserted	the	entire	set	of	discourses	which	
make	up	visually,	that	cultural	construct,	and	make	visually	different	from	vision,	the	
notion	of	unmediated	visual	experience.	Between	retina	and	the	world	is	inserted	a	
screen	of	signs,	a	screen	consisting	of	all	the	multiple	discourses	on	vision	built	into	the	
social	area.	(Forster	1988:	87–114)	
For	Bryson	the	subject	has	been	represented	to	the	viewer,	contextualised	through	previous	
understandings.	Bryson	reduces	the	process	of	looking	to	a	recognition	of	the	subject	as	a	
sign	that	fulfils	expectations	(or	not).	The	gaze’s	complexity	resides	in	process.	Meaning	
incorporates	both	a	historical	and	social	judgement.	The	glance	is	sustained	and	more	elusive,	
challenging,	and	open	to	further	interpretations.	Bryson	notes	the	context	and	framing	of	the	
glance:	
All	it	knows	is	dispersal	–	the	disjointed	rhythm	of	the	retina	field;	yet	it	is	rhythm	
which	painting	of	the	gaze	seeks	to	bracket	out.	Against	the	gaze,	the	glance	possesses	
desire,	proposes	the	body,	in	the	duree	of	its	practical	activity;	in	the	freezing	of	
syntagmatic	motion,	desire	and	the	body,	the	desire	of	the	body,	are	exactly	the	terms	
which	the	tradition	seeks	to	suppress	(Bryson	1983:	121–22)		
In	other	words,	the	things	we	see,	but	do	not	spend	prolonged	attention	to	studying,	
are	the	real	things	that	haven’t	yet	had	the	time	to	be	iconised.	Looking	becomes	
unfixed	and	open	by	focusing	on	the	more	ephemeral	and	ambulatory	aspects	of	the	
glance	which	Bryson	describes	as	‘irregular,	unpredictable,	and	intermittent’	(Bryson	
1983:	121).	This	can	also	be	the	result	of	the	accidental	and	sensory	markings	of	the	
maker,	rather	than	purposeful	and	constructed	intent.	Additionally,	Bryson’s	noting	of	
the	glance	‘proposes	the	body’	as	means	to	subvert	the	authority	of	the	gaze	is	
significant	in	my	own	proposal	of	a	way	of	looking	that	is	situated	from	bodily	drives.		
To	conclude	and	summarise	this	chapter,	I	note	that	I	have	enlisted	here	
feminist	and	ecological	theories	from	Braidotti,	Warren	and	Plumwood	in	order	to	
extend	and	frame	thinking	that	goes	beyond	Cartesian	dualist	notions	and	discourse	
related	to	subjectivity	and	landscape.	I	have	touched	upon	theories	of	‘new	
materialism’	from	key	thinkers	such	as	Barad,	Haraway	and	Carter	to	conceptualise	
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agency	and	affect	in	relation	to	such	a	material	practice.	I	have	further	drawn	on	Bolt,	
Bal	and	Bryson	to	help	articulate	relationships	between	the	indexical	nature	of	photo-
practice	towards	multiple	positioning	of	looking	and	making.		
In	the	next	chapter	I	bring	these	insights	to	bear	more	directly	on	a	landscape-
based	photographic	practice.	The	deconstruction	and	disruption	of	conventional	or	
traditional	ways	of	seeing	that	objectify	or	imperialise	the	landscape	that	these	
theorists	address	finds	expression	and	has	a	commonality	with	the	work	of	
contemporary	photographic	artists.	Accordingly,	I	look	at	the	work	of	Ann	Ferran,	
Christl	Berg	and	Joyce	Campbell,	Brook	Andrew,	Thomas	Joshua	Cooper	and	James	
Benning	in	the	following	chapter.	These	artists	demonstrate	how	the	photographic	
medium	can	subvert	dominant	codes	of	representation	precisely	because	of	its	
relation	to	the	indices	from	the	body,	the	situated	knowledges	and	material	process.	
Through	creative	photo-practice,	these	artists	challenge	the	traditional	narrow	focus	
on	gender	relations	and	power.	Rather	they	instigate	affective,	haptic	and	active	
responses	to	landscape.	These	ideas	build	the	conceptual	framework	in	which	to	
review	contemporary	landscape	practice,	including	my	own.		
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Chapter	3		
Redirecting	the	gaze:	artists	and	landscape	practice	
This	chapter	places	my	own	photographic	practice	in	relation	to	other	photographers	
and	artists	whose	work	speaks	in	some	way	to	my	developing	understanding	of	an	
affective	gaze.	This	includes	incorporating	elements	of	the	feminism-influenced	
photographic	practices	of	Ann	Ferran,	Christl	Berg	and	Joyce	Campbell.	I	also	place	my	
practice	in	relation	to	Campbell’s	indigenous	approach	to	‘her’	land	and	in	relation	to	
another	indigenous	artist,	Brook	Andrew,	and	his	reconfiguring	of	historical	
photographs	of	the	Tasmanian	wilderness.		
As	I	have	tried	to	communicate	through	the	exhibition,	duration	is	an	
important	aspect	of	my	practice.	I	have	documented	this	in	the	exhibition	with	
excerpts	from	my	video	record,	which	I	regard	as	a	form	of	field	notes.	My	interest	in	
time	is	in	part	referenced	here	in	relation	to	Canadian	visual	artist	Michael	Snow	and	
his	use	of	duration	in	the	180-minute	La	region	centrale	(1971),	shot	over	a	five	day	
period.	It	is	also	evident	in	American	landscape	filmmaker	James	Benning’s	approach,	
which	is	expressed	through	his	method	of	‘looking’	at	the	landscape.	Here	I	also	make	
use	of	the	American	photographer	of	Cherokee	descent	Thomas	Joshua	Cooper’s	use	
of	duration	in	his	dialogue	with	the	landscape.	It	is	these	‘traces’,	the	indices	from	the	
body,	the	place	and	the	material	and	process,	that	I	am	interested	in.	I	suggest	that	
this	understanding	encourages	a	more	haptic,	active	response	rather	than	relying	on	a	
purely	a	cultured,	pictorial	and	referential	response	whose	history	is	referenced	in	the	
first	two	chapters.	This	way	of	looking	is	primary	to	my	project,	existing	both	in	
conjunction	with	and	outside	of	the	independent	and	distancing	impact	of	cultural	
visual	signs	which	are	often	detached	from	material	and	physical	production.		
These	artists,	and	my	own	practice,	do	not	necessarily	share	a	single	
ecofeminist	orientation.	Nor	do	these	observations	account	for	the	full	range	of	
contributions	made	by	women	artists	in	relation	to	representation	of	the	landscape.	
However,	these	works	and	my	own	attempt	to	reclaim	representations	of	the	
landscape	to	articulate	something	hidden,	to	explore	and	articulate	affective	and	
ecological	situated	pleasure	located	in	landscape	creative-photo	practices.	As	a	
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consequence,	the	examples	of	artists	discussed	below	also	highlight	the	power	
relations	resident	within	traditional	representations	of	the	landscape.	Kathleen	
Stewart	names	this	transition	of	meaning	through	affect	as	a	‘worlding	refrain’	(2010):		
…	what	matters	is	not	meaning	gathered	into	codes	but	the	gathering	of	experience	
beyond	subjectivity,	a	transduction	of	forces,	a	social	aesthetics	attuned	to	the	way	a	
tendency	takes	on	consistency,	or	a	new	regime	of	sensation	becomes	a	threshold	to	
the	real.	(Stewart	2010:	340)	
3.1	Christl	Berg		
German-born	and	now	Australian-resident	artist	Christl	Berg’s	recent	photographic	
work	has	focused	on	a	sense	of	place	as	a	means	to	communicate	her	‘experience	of	
and	relationship	to	place’	(Australian	Photographers	n.d.).	In	particular,	her	
identification	of	self	and	place	and	the	relationship	of	this	to	her	‘new’	home	in	
Tasmania.	This	exploration	became	the	driving	force	behind	her	PhD	investigation,	
‘Tracings	–	a	photographic	investigation	into	being	in	the	land’	(Berg	2003).	There	
Berg	states	that	her	primary	motivation	was	to	‘find	a	photographic	language	that	
communicates	the	experience	of	being	in	the	land’	(Berg	2003:	iii).	Concentrating	on	
one	of	Tasmania’s	national	parks,	Maria	Island,	Berg	describes	her	aim	as	being	to	
‘find	a	visual	language	that	would	interpret	a	sense	of	being,	rather	than	looking	at	
the	landscape’	(Berg	2003:	iii).	This	phenomenological	formulation	of	‘being’	in	the	
landscape,	and	the	visualisation	of	this	through	photographic	practice,	draw	me	to	
Berg’s	work.	There	are	affinities	and	differences	between	her	process	and	mine.	
There	is	a	particular	affinity	between	the	way	we	both	move	through	the	landscape,	
those	‘steps’	which	I	designate	in	my	process	as	the	walking,	the	meandering	and	the	
sitting.	We	differ,	however,	in	how	we	order	the	results	of	this	looking	and	being	in	
the	landscape.	Whereas	I,	in	the	studio,	have	developed	parts	of	my	practice	which	I	
described	in	the	exhibition	as	stroking,	sorting	and	looking,	Berg	talks	of	her	work	as	
tracings.	
Berg	describes	the	series	of	photographic	works	that	evolved	out	of	her	PhD	
investigation	and	related	research	as	‘tracings’	(Berg	2003).	For	Berg,	this	involved	the	
abandonment	of	the	camera	in	favour	of	photogram	techniques.	Although	I	do	not	
abandon	the	camera,	I	do	try	and	incorporate	scratches	and	fingerprints	as	‘traces’	of	
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the	handling	that	my	work	undergoes	in	the	studio.	Berg	explores	her	technique	
through	both	analogue	and	digital	capture	methods.	Berg	expresses	her	intentional	
abandonment	of	the	camera	in	order	to	avoid	what	she	describes	as	monocular,	
perspectival	and	‘totalizing’	view	of	landscape.	For	Berg,	the	employment	of	the	
photogram	technique	allowed	her	the	‘material	link	to	the	land	and	my	experience	of	
being	there’	(Berg	2003:	5).		
Berg	describes	her	process	in	stages.	She	gathers	material	from	her	walks	
through	the	landscape	(flowers,	leaves,	bones),	and	then	captures	these	found	
objects	through	studio	darkroom	photogram	processes	or	the	use	of	a	digital	scanner.	
The	recording	of	the	objects	becomes,	as	Berg	describes,	a	connective	link	with	her	
physical	place	and	engagement	with	the	landscape:	‘the	physicality	of	the	land	and	
the	fragments	that	produced	the	traces	and	by	implication,	my	experience	of	being	in	
the	land’	(Berg	2003:	74).	Berg’s	particular	attention	to	sense	of	place	–	the	idea	that	
these	objects	are	part	of	her	own	encounter	in	the	landscape	–	is	of	particular	
significance	here	to	the	construction	of	meaning.	I	am	interested	in	retaining	aspects	
of	this	approach	through	the	way	I	manipulate,	by	hand	and	with	my	body,	my	
collected	images	in	the	darkroom.	
	
	
	
	
	
Figure	1.	Christl	Berg,	Remnants,	2000,	gelatin	silver	photogram,	103.5	×	448.3	cm	
The	‘collection’	of	these	elements	together,	re-arranged,	is	reminiscent	of	an	
archaeological	archive	(fig.	1).	There	are	elements	which	remind	me	of	19th-century	
botanist	Anna	Akins’	cyanotype	impressions	of	British	algae	(1843).	However,	for	Berg	
the	placing	and	arrangement	of	these	objects	are	intended	as	an	extension	of	the	
phenomenological	experience,	both	in	terms	of	her	own	journey	into	the	landscape	
and	also	from	a	spectator’s	engagement	with	the	work.	She	describes	this	process	as	
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a	Frieze,	which	‘involves	a	sense	of	narrative,	of	development	into	which	intersecting	
paths	and	events	can	be	woven’	(Berg	2003:	12).	This	is	intended	as	an	extension	of	
the	ideas	of	‘looking’	where	viewers	are	encouraged	to	view	and	negotiate	all	
fragments	in	the	work	as	an	‘embodied	seeing	participant’	(Berg	2003:	14).		
	 Of	particular	interest	to	me	here	is	Berg’s	push	to	challenge	the	traditional	
distancing	and	totalising	of	landscape	perspective	and	viewing	structures,	often	
provoked	through	traditional	understandings	of	landscape	and	photo-practice,	which	
I	have	reviewed	in	the	first	two	chapters.	However,	there	are	notable	departures	in	
our	approach	to	practice.	Berg	does	not	use	the	lens,	where	I	do.	Berg	articulates	this	
abandoning	of	the	traditional	camera-based	photography	as	a	more	intimate	
relationship	with	the	landscape.		At	that	point	where	Berg	gathers	material	I	take	an	
image,	perhaps	on	a	number	of	occasions.		I	want	to	capture	that	intimacy	through	a	
more	subliminal	process.		My	approach	is	operating	both	within	and	outside	the	
threshold	of	consciousness.		I	am	led	through	an	intuitiveness	of	movement	and	
record	of	this	–	that	happens	both	within	the	physical	act	of	being	in	the	landscape	
itself	and	in	the	studio.	The	lens	is	not	denied;	but	it	is	an	implicit	part	of	my	looking,	
intrinsically	connected	to	my	eye.	In	the	landscape,	my	tracings	occur	implicitly	
through	my	body	and	into	my	looking.	I	also	use	trace	elements,	the	tactical	response	
to	the	image,	through	my	own	physical	markings	on	the	image	that	are	produced	
through	my	darkroom	processes	and	manipulations.		
It	may	be	worth	noting	the	cameraless	photography	of	Harry	Nankin	as	a	
footnote	to	my	discussion	of	Berg’s	cameraless	practice.	Nankin’s	work	is	also	
cameraless	but	is	not	explicitly	feminist,	although	there	are	a	number	of	technical	
similarities.	Nankin	employs	a	more	scientific	approach	that	sits	at	times	in	contrast	to	
both	my	and	Berg’s	embodied	reading	of	our	work.		
	 Nankin	employs	the	term	‘ecological	gaze’	to	imply	‘modes	of	thinking,	feeling	
and	making	mediated	by	ecological	phenome	and	their	effects’	(Nankin	2014:	18).	
Nankin’s	Plein	air	shadow	grams	(Gathering	shadows,	2014,	Syzygy	2007–16	Figure	2)	
reflect	his	articulation	of	an	‘ecological	gaze’	as	a	method	to	‘form	a	direct	casual	
connection	with	the	referent	in	ways	that	heighten	semiotic	indexicality’	(Nankin	
2014:	66).	Nankin	describes	the	silver	halide	images	as	being	‘uniquely	physically	
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embodied’	(Nankin	2014:	65)	in	which	‘nature	is	used	as	haptic	collaborator’	(Nankin	
2014:	67).	The	significance	for	Nankin	in	the	use	of	cameraless	techniques	in	
conjunction	with	analogic	materials	is	that	it	has	the	unique	ability	to	‘picture	the	
world	directly	by	non-ocular	means	without	the	intermediary	of	the	camera	or	
artificial	optics	foregrounds	the	physical	linkage	–	the	rationality	–	of	the	image	with	
its	referent’	(Nankin	2014:	65).	My	own	practice	is	also	driven	by	the	pursuit	of	an	
embodied	relational	photography	that	includes	ecological	experiences;	however,	it	is	
also	driven	to	include	the	‘body’	as	a	multi-sensory	agent.		
	
	
	
	
	
	
	
Figure	2.	Harry	Nankin.	Syzygy	11/Carinae	A,	diptych,	2011,	12/Scorpius	B	triptych,	2016	
Syzygy	21/Beta	Centauri	triptych,	2016.	Two-toned	gelatin	silver	films	each	mounted	on	
a	starphire	glass	pane	with	screen-printed	circular	mask	on	opposite	face.	Each	glass/film	
pane	335	x	355	x	4	mm.	
	
3.2	Anne	Ferran		
Perhaps	more	than	any	of	the	artists	I	look	at	here,	Australian	artist	Anne	Ferran’s	
conceptual	development,	particularly	in	her	2008	exhibition	The	ground,	the	air,	is	an	
entry	point	into	my	own	studio	practice	and	theoretical	framework.	The	ground,	the	
air	involved	a	10-year	investigation	of	Australian	colonial	history,	with	focus	and	
scrutiny	of	women’s	silences,	absences	and	gaps	in	our	visual	and	archival	records.	
Within	an	implicit	political	and	feminist	context,	Ferran	has	employed	photography,	
among	other	mediums,	to	re-address	and	confront	relationships	of	separation	and	
connectedness	with	the	natural	and	the	social	world.	Part	of	Ferran’s	The	ground,	the	
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air	show	is	her	photographic	series	titled	‘Lost	to	worlds’	comprising	of	thirty	digital	
prints	on	aluminum	(Figures	3	and	4).	Almost	abstract	in	appearance,	the	images	
reveal	a	‘glowing’,	close-up	detail	of	the	ground.	The	camera	is	directed	vertically.	We	
get	the	sense	of	looking	down	towards	the	artist’s	feet.	Twenty-six	of	the	thirty	
images	in	this	series	are	without	horizon	or	any	other	means	to	position	and	direct	
the	viewer’s	gaze.	A	fence	or	some	small	white	stones	are	occasionally	present;	
however,	the	overall	image	is	framed	around	the	gentle	rolling	mounds	of	an	empty	
field.	Although	not	immediately	evident	by	looking,	it	is	the	significance	of	‘place’	that	
is	the	driving	force	behind	these	images.		
	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	3	Anne	Ferran,	Untitled,	from	‘Lost	to	worlds’,	2008,	digital	prints	on	aluminium,	
120	x	120	x	0.2	cm	
Figure	4	Anne	Ferran,	Untitled,	from	‘Lost	to	worlds’,	2008,	digital	prints	on	aluminium,	
120	x	120	x	0.2	cm	
The	‘place’	is	the	ground	of	the	former	Female	Factory	site	at	Ross,	Tasmania,	which	
operated	between	1848	and	1854.	Women	convicts	were	placed	here	to	work	and	
live.	Though	it	operated	only	for	six	years,	hundreds	of	women	passed	through	its	
gates,	many	with	infants,	and	many	did	not	survive.	With	exception	of	the	small	stone	
caretaker’s	cottage,	none	of	the	buildings	remain.	It	is	now	a	vacant	field.	Through	a	
detailed	investigation	of	‘place’,	Ferran	explores	notions	relating	to	absences	and	lost	
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histories.	Ferran’s	approach	to	these	sites	in	her	photographic	works	is	considered	
and	deliberate.	The	large,	square	prints,	monochrome	and	silvery	and	shiny	in	
appearance,	showing	abstracted	and	tightly	framed	snippets	of	the	land,	aimed	to	
draw	attention	to	the	materiality	of	the	work	and	the	process	of	‘looking’.	It	is	the	
emotive	element	that	delivers	the	intended	meaning	here	and	catches	my	eye	and	
sets	me	thinking.	It’s	the	affect	element,	the	affective	gaze	at	play	that	attracts	me	
and	upon	which	I	try	to	build.	The	‘sense’	or	atmosphere,	almost	a	dark	foreboding	
gloom,	is	expressed,	not	by	what	is	seen,	but	more	so	from	what	is	absent.	As	Ferran	
states:		
Yet,	for	all	that,	they	[images	of	emptiness]	possess	a	formal	assurance	that	says	they	
are	sure	of	something.	Initiates	into	their	own	inadequacy	is	how	I	like	to	think	of	them,	
fully	aware	of	their	limitations.	As	such	they	might	yet	turn	out	to	be	the	variant	form	
of	photography	best	suited	to	the	times	we	are	in.	(Ferran	2002:	9)	
This	deviance	from	a	didactic	traditional	representational	allows	for	a	re-focusing	and	
re-addressing	of	the	images.	Ferran’s	work	extends	the	reading	of	women’s	
relationships	to	place	and	forgotten,	hidden	or	ignored	histories.	A	past	inhibited	
women’s	voice	speaks	again	through	these	images.	Ferran’s	work	also	addresses	the	
photographic	medium’s	complex	relationship	to	notions	of	indexicality.	The	images	of	
the	ground	(the	landscape)	support	photography’s	authority	of	capturing	the	‘real’	–	
the	grass,	the	stone	and	dirt	are	very	much	real	objects	and	subjects.	Yet	at	the	same	
time,	by	signifying	notions	of	‘absence’,	the	lack	of	any	real	sign	or	directive	view,	our	
attention	comes	not	from	what	is	captured	or	represented	directly,	but	instead	from	
an	implicit	sense.	A	sense	of	empathy	is	produced	through	this	loss.	This	approach	
subverts	traditional	viewing	frameworks	that	emphasise	the	subject/object	model	
(Mulvey	1975)	and	bring	to	play	Berger’s	notion	of	the	surveyor	and	the	surveyed	
(Berger	1972).	Through	the	striking	large	images	of	the	stark	ground,	returning	to	a	
place	bound	to	women’s	histories,	the	work	invites	us	to	consider	a	lived	experience	
both	through	the	referential	and	the	intersubjectivity	of	process.	Through	this	
creative	production,	Ferran	puts	into	process	a	dialogue	between	perception	and	an	
embodied	subject.	As	Merleau-Ponty	writes,	it	can	be	understood	as	the	
inseparability	of	‘Inside	and	outside’	(Merleau-Ponty	2012:	717):	
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True	reflection	presents	me	to	myself	not	as	idle	and	inaccessible	subjectivity,	but	as	
identical	with	my	presence	in	the	world	and	to	others,	as	I	am	now	realizing	it:	I	am	all	
that	I	see,	I	am	an	intersubjective	field,	not	despite	my	body	and	historical	situation,	
but,	on	the	contrary,	by	being	this	body	and	this	situation,	and	through	them,	all	the	
rest.	(Merleau-Ponty	2012:	725)	
Where	Ferran	conjures	up	a	forgotten	history	and	its	affect	out	of	her	‘emptied’	
images,	my	strategy	is	more	about	making	visible	an	experience	that	arises	out	of	the	
landscape	itself,	rather	than	a	women’s	history	that	may	be	embedded	there.	The	
emptying	of	the	landscape	that	I	strive	for	must	arrive	out	of	my	body	and	senses	that	
perform	in	the	landscape.	The	smell	of	the	fog,	for	example,	as	it	drifts	in,	becomes	
material.	For	me	the	fog	performs	like	these	historic	traces	in	Ferran’s	work.	
I	am	reminded	of	Ferran’s	images	and	think	of	them	–	when	I	walk	through	the	
landscape,	when	I	look	at	the	ground,	as	I	move	physically,	through	hours	of	walking	
to	the	place	where	I	sit	and	sync	my	body	to	the	land	–	and	what	my	senses	pick	up	is	
happening	around	me.	It	is	at	this	point	that	our	practices	diverge	and	I	consider	my	
own	body	and	process	more	clearly.	Where	Ferran	looks	down	at	the	ground	and	
remembers	a	forgotten	history,	I	look	with	duration	in	a	number	of	possible	direction	
and	focus	in	on	my	own	body.	
Similar	to	Ferran's	abstract	composition	and	extreme	close-up,	I	also	
manipulate	formal	viewing	conventions	to	distort	what	at	first	might	have	been	a	
recognisable,	seemingly	picturesque,	landscape.	The	landscape	in	my	photographic	
practice	becomes	displaced	or	masked	through	surface	markings,	extreme	highlights	
and	shadows.	This	again	conflicts	with	the	assumption	that	photography	encapsulates	
the	‘real’.	This	can	be	understood	in	terms	of	a	critical	commentary	about	what	is	and	
is	not	allowed	and	what	is	and	is	not	represented.	This	approach	is	distinct	from	the	
modernist	aesthetic	of	abstract	formalism,	where	abstraction	focused	on	composing	
formal	properties	to	express	order	to	situate	meaning	and	viewing	pleasure.	This	was	
often	considered	quite	separate	from	the	materiality	of	process	and	also	social	and	
political	discourse.	As	Sarah	Greenough	has	summarised	in	regards	to	Alfred	Stieglitz’s	
work	and	his	aesthetic	aims	presented	in	Camera	work:	
By	making	images	that	are	both	abstract	and	representational,	Stieglitz	demonstrates	
how	unmanipulated	pure	photography	could	reach	the	‘higher’	level	of	expression	in	
abstract	painting.	And	he	showed	that	the	photographer	need	not	be	the	servant	of	
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facts	in	front	of	his	camera,	that	he	could	use	those	facts,	transform	them	into	a	
language	of	form	to	represent	his	feelings	and	ideas.	(Sarah	Greenough	2002:	112)	
My	approach,	on	the	other	hand,	though	also	focusing	on	abstraction	and	formal	
elements	to	a	certain	degree,	is	applied	to	subvert	and	realign	meaning	and	resist	
visual	stability.	Like	Ferran’s,	any	absence	must	remain	emotionally	traceable,	
present.	I	try	to	use	my	body	and	hands	in	the	studio	to	make	these	connections.	The	
videos	in	the	exhibition	document	how	my	hands	and	body	move	and	how	their	
gestures	impact	the	final	image.	Multiple	layers	of	processing,	fragmenting	and	
abstracting	the	landscape,	and	extreme	high	and	low	lighting	are	attempts	to	offer	
the	spectator	a	means	to	reorder	and	gain	meaning	out	of	images,	creating	multiple	
and	changing	visual	experiences.	I	also	attempt	to	draw	attention	to	the	production	of	
the	image,	so	as	not	to	exclude	its	context	with	the	land.		
	
	
	
	
	
	
	
	 	
	
Figure	5:	Wendy	Beatty,	Untitled,	‘Ecological	Landscape	Series’	(2010–16),	gelatin	silver	
print,	90	x	110	cm	
My	own	studio	practice	emphasises	the	materiality	of	the	medium	and	performativity	
aspects	of	the	process.	I	also	attempt	to	reconstruct	boundaries	of	expression	and	
social	expectations	–	personally,	politically	and	artistically.	However,	my	process	and	
approach	to	working	with	landscape	and	the	photographic	medium	also	differ	from	
both	Ferran	and	Brooke	Andrew	in	critical	ways.	(I	discuss	Andrew	later	in	this	
chapter.)	I	situate	my	position	in	the	landscape,	with	a	political	and	cultural	
consciousness,	but	my	images	also	directly	address	traces	of	affect	and	tactile	
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experience	of	the	land	and	place.	This	strategy	is	examined	further	in	the	framing	
chapter	through	the	walking,	the	sitting.		
As	I	walk	through	the	landscape	I	begin	to	respond	to	it	in	more	visceral	or	
unconscious	ways.	The	initial	images	that	are	captured	are	driven	by	a	decisive	
moment	or	a	feeling	derived	from	within	the	space.	It	is	not	directed	by	a	
preconceived	context,	rather	it	is	the	affect	relationship	between	myself	and	the	
experience	of	the	landscape.	The	secondary	(post)	process	of	manipulating	the	
surface	of	the	negative,	such	as	scratching,	blurring	and	light	saturation,	are	similar	to	
Ferran’s	macro	focus	and	framing	so	as	to	eliminate	the	horizon,	as	a	way	of	
unsettling	a	dominant	gaze	framed	by	conventional	codes.	By	controlling	what	is	seen	
and	what	is	not	visibly	available,	I	draw	attention	to	what	is	often	hidden	to	the	
viewer	in	traditional	photographic	practice.		
Where	Ferran	makes	evident	a	denied	women’s	history	by	employing	a	visual	
form	of	a	feminist	textual	analysis,	one	that	deconstructs	a	traditional,	often	
patriarchal	narrative	by	focusing	in	on	the	its	gaps,	fissures	and	breaks	in	structure,	
my	strategy	is	to	make	evident	those	tactile	and	emotional	elements	in	the	landscape	
not	accessible	by	traditional	photography.	
3.3.	Joyce	Campbell		
I	am	attracted	to	the	physicality	of	Joyce	Campbell’s	practice	and	a	certain	trace	of	
spirituality	in	her	approach	to	‘her’	land.	Auckland-based	artist	Joyce	Campbell	also	
utilises	a	physical	connection	to	process	and	material	photographic	practice	in	order	
to	re-vision	and	reclaim	landscape.	Campbell	often	draws	on	‘anachronistic’	
photographic	techniques	such	as	daguerreotypes	and	ambrotypes.	Both	these	
methods	involve	a	very	hands-on	process,	working	with	sensitised	silver-plated	
copper	or	glass	to	produce	a	one-off	image.	In	doing	so,	Campbell	references	cultural	
histories	but	also	highlights	the	act	of	making	and	the	intersection	of	this	between	
culture	and	nature.	Like	my	own	practice,	Campbell’s	images	can	be	seen	as	a	
conscious	move	away	from	the	aestheticised	picturing	of	landscape,	towards	a	more	
interconnective	relationship	and	understanding	between	looking	and	making.		
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Campbell’s	‘Te	taniwha’	series	(2010–12)	consists	of	daguerreotypes,	
ambrotypes,	hand-printed	black-and-white	photographic	prints	and	a	short,	silent	
16mm	film,	shot	in	New	Zealand's	Te	Reinga	Maori	tribal	area,	where	through	
colonisation	there	remains	a	legacy	of	loss	and	alienation	of	the	land	for	the	
indigenous	community.	Campbell	is	also	interested	in	the	mythology	and	ecology	of	
the	Waikaremoana	landscape,	home	of	the	mythical	water	spirit	Taniwha	Hinekörako	
(Campbell	2016).	Both	the	texture	of	her	black-and-white	work	and	her	spiritual	
relationship	to	the	landscape	have	an	affinity	to	the	connection	that	I	am	motivated	
to	attain	in	my	walking,	meandering,	sitting,	looking	process	discussed	in	the	next	
chapter.	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	6:	Joyce	Campbell	2010,	The	falls	with	spirit	flame,	‘Te	taniwha’	series,	gelatin	
silver	fibre-based	print	from	an	ambrotype	
Figure	7:	Joyce	Campbell	2010,	Given	the	waterfall,	‘Te	taniwha’	series,	gelatin	siver	
fibre-based	print.	
Campbell’s	images	document	a	place	of	primordial	beauty	and	invoke	a	sense	
of	both	seen	and	unseen	forces	at	play	within	it.	It	embraces	the	unknown,	the	tactile	
and	physical	response	to	‘being’	in	the	landscape.	It	also	challenges	what	Campbell	
describes	as	the	‘function	of	visual	art	during	a	time	of	rapidly	accelerating	global	
environmental	crisis’	(Campbell	2016).	In	this	way,	Campbell’s	photographic	work	
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enters	a	discourse	that	turns	inward	in	order	to	address	the	ecological	concerns	and	
embodied	subjectivity.	She	describes	her	aim	as	‘both	objective	and	opinionated,	and	
that	functions	as	documentary,	as	activism	and	as	divination’	(Campbell	2016).	
Campbell	notes	the	significance	of	the	relationship	between	using	
daguerreotypes	(at	their	moment	of	evolution)	and	the	time	of	the	colonialising	of	Te	
Reinga	(Campbell	2013)	as	she	describes:	‘I	am	the	product	of	this	colonial	process	
and	photography	has	been	a	vehicle	for	understanding	it	better’	(Campbell	2013:	67).	
Yet	beyond	this	historical	reference,	Campbell	also	describes	the	potential	that	
antiquated	practices	–	such	as	darkroom	processes	–	have	in	allowing	for	a	different	
type	of	reveal	or	intra-action	with	the	landscape	to	occur.	Campbell	states	of	her	
process	that	she	is	aware	that:		
Sacred	objects	would	result	from	my	attempts	to	channel	the	taniwha's	spirit.	The	
ambrotype	and	daguerreotype	techniques	that	I	use	are	open	to	such	channelling,	
although	so	is	photographic	film.	I	don't	know	that	digital	photography	is	useful	for	this	
kind	of	work.	It	is	so	malleable,	so	tuned	to	the	whims	of	the	artist	that	I	don't	know	
that	there	is	room	for	any	other	creative	force	to	intervene,	so	I	don't	use	it	in	these	
kinds	of	places.	(Campbell	2013:	67)	
My	own	use	of	analogue	photographic	practices	and	darkroom	technique	are	similarly	
motivated	to	Campbell’s,	particularly	the	physical	sorting	and	marking	that	I	do	in	the	
darkroom.	I	consider	such	manipulations	using	Photoshop	on	a	computer	screen	as	
further	removed	from	the	physical	experience	of	being	in	the	landscape.	It	is	
important	for	me	that	I	get	to	use	my	whole	body	to	produce	my	images,	particularly	
in	the	‘dancing’	phase	of	my	process.	
My	own	practice	also	responds	to	the	view	that	digital	practices	are	
increasingly	eroding	the	indexical	characteristics	of	the	photographic	medium	in	
replace	of	new	realities.		In	digital	photography,	the	light	hits	the	sensor,	and	the	
indexical	quality	of	the	image	is	mediated	via	software	and	editing	programs.		This	can	
be	productive	for	pushing	boundaries,	exploring	new	possibilities	and	representation,	
but	can	also	be	at	the	cost	of	excluding	or	reducing	culture	and	affective	responses	to	
mere	simulations.	Campbell	understands	her	engagement	with	antiqued	
photographic	processes	to	negate	current	prevalent	and	popular	digital	manipulation	
strategies.	In	order	to	re-address	typical	Cartesian	modes	of	looking	and	
representational	codes	in	my	own	practice,	I	also	examine	the	positioning	of	analogue	
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(emulsion-based)	processes.		I	explore	this	through	the	physical	marking	of	the	
surface	of	the	work.	For	me,	this	manifests	as	residual	traces	and	indices	of	the	
material	link	to	the	landscape.	This	is	not	only	an	immediate	response	to	place,	but	
also	draws	on	post-bodily-experience	and	a	certain	interconnectedness	of	landscape	
that	can	be	demonstrated	through	material	practice	and	visual	thinking.		
This	re-contextualisation	of	formal	and	other	elements	as	described	here	
through	Campbell’s	work,	and	significant	to	my	own	project,	is	an	example	of	how	
photo-creative	practice	enables	both	artist	and	viewer	to	explore	alternative	and	
recombinant	fields	of	meaning.	New	possibilities	of	understanding,	engaging	and	
thinking	about	landscape	are	then	possible.		Reaffirming	possibilities	through	intra-
active	engagement	of	both	viewing	and	material	processes	and	possibilities	
contributes	to	the	‘re-gendering’	and	shifting	responses	to	the	landscape.		
3.4	Brook	Andrew	
Australian	multimedia	artist	Brook	Andrew	acknowledges	his	dual	European	and	
indigenous	heritage	(he	is	of	the	Wiradjuri	people	of	New	South	Wales).	Yet	Andrew	
doesn’t	identify	himself	as	solely	an	‘Aboriginal	artist’	(Riphagen	2013:	99).	It	is	in	fact	
this	‘labelling’,	the	association	of	Otherness,	that	he	questions	and	dismantles	
through	his	art	practice.	The	critical	framework	that	drives	Andrew’s	work	is	the	
attention	he	pays	to	the	categorising	of	minorities.	This	includes	the	politics	between	
Western	and	non-Western	aesthetics,	social	and	cultural	values.	He	does	this	by	re-
presenting	found	images	or	objects,	or	mixing	creative	mediums	in	conjunction	with	
real	and	imagined	spaces.	The	‘new’	images	are	unsettling,	undermining	and	
demystifying	traditional	hierarchal	viewing	practices.	This	is	clearly	the	driving	force	
behind	Andrew’s	recent	exhibition,	Possessed	(Tolarno	Gallery,	Melbourne,	October	
2015).		
Walking	into	Tolarno	gallery	space,	I	was	initially	struck	by	an	immediate	visual	
recognition	of	the	similarity	between	my	own	photographic	work	in	the	landscape	
and	Andrew’s	eight	large-scale,	black-and-white	images.	What	I	found	significant	at	
this	moment	is	how	on	the	‘surface’	our	images	could	reveal	a	common	aesthetic	–	
both	are	large	in	scale,	tonality,	printed	on	traditional	silver	gelatin	paper,	both	drawn	
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on	the	Tasmanian	landscape	as	focus	of	the	representation.	It	wasn’t	until	I	looked	
closely	that	differences	became	apparent.	
Differences	between	Andrew’s	and	my	own	practices	can	be	found	in	not	only	
the	approach	to	the	photographic	medium,	but	also	the	subjectivity	of	the	landscape.	
Here	Andrew	has	reprinted	from	archival	glass	negative	slides,	images	taken	by	19th-
century	photographers	such	as	Stephen	Sterling	and	Charles	Beattie.	The	original	
purpose	of	some	of	the	images,	commissioned	by	the	government,	was	to	promote	
and	sell	the	Australian	wilderness	as	a	tourist	commodity.	Blown	up	in	size,	the	
images	reveal	blemishes	on	the	surface,	such	as	fingerprints,	scratches,	and	smudges	
–	deliberately	left	so	as	to	draw	attention	to	the	materiality	of	the	work.	Negatives	
have	been	spliced	together,	creating	an	unsettling,	surreal	viewing	positioning.	
Curator	Grazia	Gunn	notes	that	Andrew’s	work	is	‘firmly	placed	within	the	surrealist	
and	Dadaist	motivations	to	dislodge	and	reform	again	and	again	–	to	displace	and	
replace’	(Gunn	2015).	In	this	sense,	the	distanced,	objectified	viewing	codes	
embedded	in	the	images	previous	‘life’	have	been	displaced.	What	is	left	in	its	place	is	
a	more	complex	and	multiple	engagement	with	not	only	with	a	critical	viewing	
discourse,	but	also	material	creative	practice.		
	
	
	
	
	
	
	
	
	
	
	
Figure	8:	Brook	Andrew,	Possessed	VI,	2015,	gelatin	silver	fibre	gloss	print,	163	x	127	cm	
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Andrew	discusses	the	horizon	line,	as	an	attribute	of	habitual	presence	that	projects	a	
‘Western	dominated	view,	suppressing	alternative	views	of	the	world’	(Gunn	2015).	
For	Andrew	the	horizon	line	represents	‘patriarchy,	dominance	in	the	way	of	looking	
at	other	possibilities’	(Gunn	2015).	Within	traditional	and	formal	readings,	the	horizon	
line	was	used	to	create	balance,	extend	the	vastness	of	the	landscape,	a	
compositional	tool	in	which	to	lead	the	eye	through	the	landscape.	Removing	the	
horizon	line	in	this	sense,	for	Andrew	subverts	and	shifts	traditional	power	roles	and	
structures	in	presenting	and	(re-)viewing	the	landscape.		
There	is	a	complexity	here	in	reviewing	Andrew’s	work	–	I	am	not	sure	that	the	
colonial	gaze	has	been	completely	subverted,	or	his	treatment	of	the	landscape	
successfully	addresses	his	political	and	cultural	arguments.	There	is	still	an	element	of	
a	formal	reading	at	play	when	viewing	these	images.	The	horizon	line	is	still	present	in	
most	of	the	images	–	disguised	slightly	or	moved	within	the	frame,	but	remaining	
visible.	The	images,	constructed	within	a	studio-type	environment,	meant	Andrew	did	
not	need	to	engage	with	the	physical	space	of	the	landscape	in	the	way	I	have	
incorporated	into	my	practice.	This	is	a	marked	difference	between	our	work.	In	some	
ways	he	presents	back	to	us	these	images	where	there	is	still	a	sense	of	the	landscape	
being	used	for	a	commodity	–	even	if	it	is	a	reactionary	one.		
Despite	this	difference,	Andrew’s	problematising	of	the	horizon	line	resonates	
with	my	own	practice.	The	horizon	line	remains	present	in	my	panorama	series,	
although	I	use	the	seriality	of	the	images	to	break	up	its	continuous	line.	I	am	also	
aware	that	the	panorama	series	presented	in	the	exhibition	presents	an	intermediate	
stage,	where	the	later	more	abstracted	photographs	are	closer	to	my	own	
understanding	of	an	effective	gaze,	in	those	images	where	the	horizon	has	been	
dismissed	completely	and	we	encounter	an	abstracted	field	of	texture.	
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Figure	9:	Brooke	Andrew,	Possessed	VII,	2015,	gelatin	silver	fibre	gloss	print,	127	x	158	
cm	
Figure	10:	Brooke	Andrew,	Possessed	V,	2015,	gelatin	silver	fibre	gloss	print,	127	x	148	
cm	
Though	at	first	glance	Andrew’s	successful	images	may	reveal	a	similar	aesthetic	as	
mine,	how	we	have	worked	through	process	and	how	meaning	is	revealed	differ.	
Critical	political	thinking	around	colonialism	drives	Andrew’s	practice,	whereas	my	
work	is	concerned	with	landscape	and	representation	as	an	intra-active	space	
between	the	photographic	medium,	personal	experience	and	the	viewer.	As	Karen	
Barad	describes:		
The	notion	of	intra-action	(in	contrast	to	the	usual	‘interaction,’	which	presumes	the	
prior	existence	of	independent	entities/relata)	represents	a	profound	conceptual	shift.	
It	is	through	specific	agential	intra-actions	that	the	boundaries	and	properties	of	the	
‘components’	of	phenomena	become	determinate	and	that	particular	embodied	
concepts	become	meaningful.	(Barad	2007:	139)	
3.5	Michael	Snow	
I	recorded	the	visit	of	some	of	our	minds	and	bodies	and	machinery	to	a	wild	
place...but	I	didn’t	colonise	it,	enslave	it.	I	hardly	even	borrowed	it.	(Michael	Snow,	
quoted	in	Andrews	1999:	223)	
This	quote	underlines	my	interest	in	the	work	of	film	and	multimedia	artist	Michael	
Snow.	His	interest	in	not	colonising	or	enslaving	the	image	motivates	me.	He	
describes	the	strategy	behind	his	1971	three-hour	film,	titled	La	région	centrale.	
Focusing	on	landscape,	La	région	centrale	was	filmed	over	a	five-day	period	on	a	
deserted	mountaintop	in	North	Quebec.	His	mechanical	camera	that	could	move	
freely	in	all	directions	surveyed	the	landscape	from	a	mountain	top.	The	images	were	
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captured	remotely	–	the	camera	and	Snow	were	not	together	at	the	time	of	filming.	
The	technically	sophisticated	camera	moved	though	Snow’s	programmed	
instructions,	independently	from	Snow’s	‘own’	hand.	The	camera	was	fixed	upon	the	
top	of	the	mountain,	aimed	to	capture	360-degree	views.		
The	resulting	images	moved	through	arrangements	of	close-up	positions	to	
distance	views,	with	light	and	dark	spaces	appearing	and	disappearing	across	the	
terrain	–	totally	void	of	any	human	presence.	Through	the	images	we	are	taken	on	a	
journey	of	surreal	and	often	abstract	qualities.	At	one	moment	we	feel	grounded	and	
see	glimpses	of	the	rocky	ground,	only	for	the	next	moment	to	be	spun	to	consider	
the	upside-down	horizon	of	the	distance	view.	Perspective	is	unsettled	over	time.	We	
are	pressured	to	engage,	if	only	for	a	moment,	in	the	landscape	and	to	come	in	
contact	with	its	subjectivity.	Within	the	next	moment	we	are	pushed	into	another	line	
of	sight,	another	line	of	perspective.	This	roller-coaster	landscape	is	without	borders.	
Normal	viewing	conventions	are	suspended.		
	
	
	
	
	
	
Figure	11:	Michael	Snow	1969	with	the	machine	he	and	Pierre	Abeloos	designed	to	film	
La	Région	Centrale,	Northern	Quebec	
	
	
	
	
	
	
	
Figure	12:	Michael	Snow,	La	Région	Centrale,	1971,	16mm	film,	colour,	sound,	180	
minutes	
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This	an	important	end	point	that	relates	to	my	own	work.	It	is	important	that	this	
effect	takes	three	hours	to	express	itself.	To	reach	my	state	of	taking	still	images,	I	
also	move	incessantly	though	the	landscape	for	hours,	and	my	body	is	attuned	to,	
looking	at	the	landscape	differently.	Where	Snow	presents	a	perceptual	processing	
machine	that	delivers	a	different	way	of	looking,	I	enlist	my	own	body	and	trust	it	to	
do	this	work.	Perhaps	there	are	single	frames	of	film	produced	by	this	machine	that	
look	like	one	of	my	images,	but	like	Andrew,	their	process	of	production	is	not	the	
same.	
The	absence	of	the	artist	from	the	process,	Snow	himself,	is	a	critical	
difference.	Affect	in	this	sense	is	tied	specifically	to	a	viewer’s	engagement.	Drawing	
on	the	significance	of	place	and	time,	Snow	re-interprets	a	new	dialogue	with	place	
and	seeing.	Yet	I	would	suggest,	that	through	‘de-humanising’	the	representation,	
that	is	the	tactical,	bodily	sensory	experience	of	the	landscape,	dissipates	the	
embodied	experience.	I	feel	removed	from	the	encounter.	For	me	this	also	suggests	
the	impact	or	intrusion	of	new	digital	technologies,	and	perhaps	why	it	is	important	
for	me	to	be	working	in	analogue	and	darkroom	practices	where	there	is	a	physical	
material	and	chemical	dimension	to	the	work.		My	method	of	documenting	the	
landscape	reflects	not	only	a	haptic	consideration	of	place,	but	also	an	inter-
connectedness	with	the	material	processes	I	engage	with.		Rather	than	focusing	on	
the	distancing,	fixed	gaze	or	decisive	moment	that	monocular	lens	and	digital	
technologies	often	characterize,	I	employ	chemical-based	photographic	techniques.	In	
doing	so,	I	allow	for	and	encourage,	incidental	‘happenings’	that	mark	the	emulsion	
layer	of	individual	prints.	It	is	the	physical,	tactile	meditation	absorbed	within	the	
surface	of	each	image	that	an	embodied	visualisation	of	landscape	emerges.			
3.6	James	Benning	
Artist	James	Benning,	similarly	to	Snow,	has	also	worked	with	moving	image	
technologies	in	his	exploration	of	landscape.	Their	interests	in	duration	interest	me	in	
relation	to	the	stilled	photograph	and	my	process	of	looking	while	in	the	landscape	
preparing	to	collect	my	images.	Benning	uses	perspective	and	time	to	deliver	a	
different	response	to	space	and	place.	Where	Snow	replaces	physical	presence	with	a	
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highly	technologised	machine,	for	Benning	it	is	important	to	‘be’	in	the	landscape.	
This	is	evident	in	works	such	as	Ten	skies	(2004),	a	collection	of	ten-minute	shots	of	
the	sky	in	Val	Verde,	California.	Each	clip	records	continually	changing	cloud	
formations.	Benning’s	practice	sits	somewhere	between	photography	and	the	moving	
image.		
Benning’s	ideas	of	‘looking	and	seeing’	that	he	has	developed	out	of	his	
decades-long	dialogue	with	the	American	landscape	resonate	with	my	own	approach.	
Benning	manages	a	register	of	affect	that	sits	productively	alongside	my	own	practice.	
The	significance	of	Benning’s	process	becomes	apparent,	not	necessarily	when	
viewing	his	work,	but	through	an	analysis	of	his	teaching	methods	as	described	by	ex-
student	Amanda	Yates.	Benning	taught	a	subject	‘Looking	and	listening’	at	the	
California	Institute	of	Fine	Arts.	This	practice-based	unit	tackles	issues	that	I	recognise	
as	important	to	my	own	process	of	looking.	Amanda	Yates	has	written	on	her	
experience	of	taking	this	class	and	the	effect	it	has	on	her	own	practice	in	her	essay	
‘Looking	and	Listening’	(2007).	Reading	this	short	dialogue	clarifies	Benning’s	
approach.	This	approach	is	encapsulated	in	his	phrase	‘working	in	the	field’.	In	
relation	to	our	‘duty’	as	an	artist,	Yates	states:		
…	[to]	make	sense	of	reality,	to	re-construct	and	present	it	in	a	way	that	seduces	the	
observer	into	a	re-examination	into	seeing	the	relevance	of	those	things	that	had	
previously	been	hidden	or	unobserved?	(Yates	2007:	164)	
Yates	explains	that	Benning	asks	students	to	disregard	preconceptions	and	
established	narratives,	to	instead	rely	on	the	senses	(look,	listen,	smell,	taste)	–	to	
‘see	that	the	world	offer	greater	possibilities	that	those	concocted	by	[my]	cramped	
ideology’	(Yates	2007:	16).	From	this	Yates	asks,	‘What	happens	if	you	just	look	and	
don’t	add	anything?	What	happens	if	you	don’t	try	to	sell	anything,	even	your	beliefs?	
What	if	the	story	is	already	there	in	the	environment?’	(Yates	2007:	156).	This	is	a	
risky	idea,	to	place	meaning	totally	in	control	of	the	observer,	but	also	to	free	the	
artist	from	discursive	critique.	I	understand	this	as	a	productive	concept	that	informs	
my	own	attitude.	This	is	what	I	do	when	I	enter	the	Tasmanian	wilderness,	and	work	
to	get	myself	to	such	a	body-centred	perceptual	place,	that	the	concerns	of	the	city	
no	longer	impact	my	looking.	I	ask	what	happens	when	we	approach	the	landscape,	
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free	from	intervention,	free	from	a	subjective/objective	onus	or	gendered	
association?	How	does	that	inform	an	affective	response,	both	as	artist	and	as	
spectator?	This	is	what	I	try	to	do.		
In	my	own	practice	there	are	moments	of	pleasure	that	are	outside	of	my	
consciousness.	For	me	this	occurs	through	my	solitary	walks	through	the	landscape	
where	I	lead	by	my	sense	of	engagement	with	space	and	place	(rather	than	formal	
understandings	of	aesthetics).	This	guides	the	images	I	capture	with	the	camera.	It	
also	occurs	when,	in	the	darkroom,	marking	the	surface	of	the	negative	becomes	
more	intuitive	rather	than	formally	driven.	These	are	moments	of	insight	that	have	
emerged	through	both	a	conscious	and	unconscious	engagement	with	affect	and	in	
dialogue	with	the	landscape.		
	
	
	
	
	
	
	
	
	
	
Figure	13:	Wendy	Beatty,	Untitled,	Ecological	landscape	series	(2016),	gelatin	silver	print,	
110	x	153	cm	
Another	significant	moment	for	me	in	Yates’	reading	was	how	she	described	the	
‘fundamental	differences	to	the	ways	we	function	in	and	perceive	the	material	world’	
(Yates	2007:	163).	Yates	states	that	‘our	individual	attention	gives	life	to	the	
environment,	we	create	through	seeing,	and	each	of	us	finds	something	new’	(Yates	
2007:	163).	This	helps	me	enter	a	dialogue	I	was	conflicted	with	in	my	studio	practice.	
I	can	be	identified	as	an	Anglo-woman	artist,	first-generation	immigrant,	who	is	
drawing	on	the	Australian	landscape.	My	political	and	social	consciousness	often	felt	
conflicted	with	negating	my	own	sense	of	place,	a	‘belonging’	to	the	landscape.	In	
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conflict	with	this	I	have	an	acute	awareness	of	indigenous	Australians	and	their	fight	
for	independence	from	a	colonial	history	that	is	resident	in	a	colonial	gaze.	I	
acknowledge	there	is	aboriginal	history	in	the	landscape	and	a	spiritual	relationship	to	
Country.		I	can	identify	this	in	my	response	to	the	work	of	Andrew	and	Campbell.	
Though	I	feel	an	attachment	to	the	land,	particularly	the	Tasmania-scape,	my	field	of	
practice	is	located	within	my	Western	cultural	background.	As	a	consequence,	my	
response	is	not	through	a	didactic	or	political	connection	with	heritage	and	ancestry,	
but	with	a	quiet,	emerging	sense	of	belonging.	In	this	way	I	am	trying	to	create	some	
distance	to	the	formative	work	of	Ferran	and	Christl.	I	have	a	need	for	connection	that	
draws	me	into	these	spaces	and	places.	My	own	creative	practice	is	drawn	from	a	
sense	of	self	and	its	mediation	with	the	land,	as	a	woman,	as	an	artist;	one	that	is	
distinguishable	from	historical	critique.	This	is	an	experience	that	draws	on	a	certain	
affect	and	pleasures	that	residue	within	a	tactile	body	and	experience	before	it	
acquires	a	historical	or	Marxist	framework.	As	Merleau-Ponty	points	out:	
My	field	of	perception	is	constantly	filled	with	a	play	of	colours,	noises	and	fleeting	
tactile	sensations	which	I	cannot	relate	precisely	to	the	context	of	my	clearly	perceived	
world,	yet	which	I	immediately	place	in	the	world,	without	ever	confusing	them	with	
my	daydreams.	Equally	constantly	I	weave	dreams	around	things.	(Merleau-Ponty	
1962:	x)	
In	this	sense,	it	is	not	the	final	images	of	both	Snow	or	Benning	which	play	out	the	
defining	role	for	me	(as	I	enjoy	both	works),	but	their	approach	to	landscape	that	
inspires	a	unique	and	revised	engagement	with	landscape	creative	practice	and	
viewing.,	a	method	that	is	true	to	the	positions	Barad,	Bolt	and	others	have	
articulated	through	theory.	
3.7	Thomas	Joshua	Cooper		
When	thinking	about	duration,	I	am	also	reminded	of	the	work	of	Thomas	Joshua	
Cooper,	American-born,	Scotland-residing	and	founding	member	and	professor	at	
Glasgow	School	of	Art.	I	find	of	particular	significance	Cooper’s	well-known	images	of	
both	the	American	and	UK	landscapes	in	outlining	durational	aspects	bound	with	the	
photographic	medium,	both	in	terms	of	materiality	and	physical	process.	Cooper’s	
landscapes	are	similar	to	Campbell’s	images	of	the	New	Zealand	terrain,	though	not	
only	through	the	process	of	black-and-white	photo-media,	but	also	the	exploration	of	
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the	mystic	and	‘hidden’	stories	that	place	can	enfold.	Both	encapsulate	and	draw	on	
an	understanding	of	duration	particular	to	antiquated	photo-practice.	That	is,	time	in	
exposing,	developing	and	printing	an	image.	Where	Campbell	describes	her	use	of	
antiquate	technique	in	order	to	reflect	the	tangible	nature	of	‘place’,	Cooper’s	images	
extend	upon	that	to	include	emphasis	of	the	walking,	the	looking	as	an	essential	
journey	of	process.	He	describes	his	process	as	thematically	organised	(Cooper	2008).	
First	researching	an	area	or	site,	then	either	with	a	guides	or	by	himself,	he	spends	
days,	weeks	walking,	travelling	through	the	landscape,	locating	a	point,	a	visual	
perspective	in	the	landscape	in	which	could	possible	capture	what	was	first	only	been	
envisioned	in	his	mind,	whether	be	on	a	cliff	edge	or	standing	in	a	river	bed.	Cooper	
also	draws	on	the	materiality	of	his	process	as	an	integral	part	of	capturing	the	
moment.	He	observes	that	by	using	his	19th-century	5x7	field	camera	and	restricting	
to	taking	only	one	image	at	every	point	(he	notes	this	through	longitude	and	latitude	
points),	he	hopes	to	draw	attention	to	duration,	to	the	response	of	both	making	and	
viewing.	He	states:	‘I	make	pictures	–	only	one,	this	is	from	a	unique	negative	then	I	
never	come	back.	If	I	make	a	mistake,	that	is	it’	(Cooper	2013).	Here	Cooper	responds	
to	the	temporality,	to	the	ephemerality	of	the	moment	and	also	of	photo-practice,	
and	to	the	contested	view	of	photography	as	a	construction	or	‘stand	in’	of	that	
moment.		
	
	
	
	
	
	
	
	
	
Figure	14:	Thomas	Joshua	Cooper,	2010/2014,	Last	good	byes—hidden	dangers.	
Weeping	Willows	on	the	Trail	of	Tears,	The	East	Bank	of	the	lower	Mississippi	River,	Trail	
of	Tears	State	Park,	near	Jackson,	Cape	Girardeau	County,	Mississippi,	USA,	selenium-
toned	chloro	Abromide	gelatin	silver,	91	x	71	cm	
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Like	Cooper,	for	me	walking	is	also	central,	but	appears	more	meandering	than	
Cooper’s	and	not	as	pre-planned	as	his,	although	the	number	of	photographs	taken	is	
also	probably	similar.	My	method	could	be	described	as	a	pared-down	method	of	his,	
which	I	hope	attenuates	my	senses	more	to	the	unexpected	impressions	that	come	to	
me	and	I	approach,	immersed	in	the	landscape.	
His	method	involves	application	of	both	temporal	and	durational	framing.	That	
is,	the	duration	of	the	investigation	site	and	place,	the	limitation	of	physically	‘being’	
in	a	specific	site,	and	also	the	material	and	mechanical	recoding	of	this.	Cooper	uses	
these	framing	methods	to	draw	attention	to	a	reaction	of	process	and	viewing.		
He	describes	this	process	when	reflecting	on	The	Three	Sails	The	Continental	
Ice	Shelf	Patriot	Hills,	Ellsworth	Land,	Antarctica,	2007-2008	80°	17.994’	S	(fig.	15).	An	
image,	almost	purely	white	‘nothingness’	(what	Cooper	later	lets	us	know	is	a	polar	
white-out	at	the	south	pole),	he	states	‘The	camera	registers	the	entirety	of	what	I	
saw	–	the	complete	envelopment	of	everything	around	me,	with	the	sound	of	noise	of	
wind	but	also	the	undeciphered	and	brilliant	glaring	whiteness.	The	extremity	of	
trying	to	describe	conditions	that	are	entirely	intangible’	(Cooper	2008).	
	
	
	
	
	
	
	
	
Figure	15:	Thomas	Joshua	Cooper	2009,	The	Three	Sails,	The	Continental	Ice	Shelf,	Patriot	
Hills,	Ellsworth	Land,	Antarctica,	2007-2008,	80°	17.994’	S,	selenium	and	gold	chloride	
toned	silver	gelatin	print	101.6	x	137.16	cm		
This	description	approaches	the	kind	of	experience	I	would	also	want	my	photographs	
to	deliver	to	the	viewer.	It	is	interesting	to	me	that	this	image	is	almost	pure-white	
nothingness.	This	description	speaks	to	my	own	practice.	I	am	attracted	to	such	a	
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white-out	response	and	I	hope	some	of	my	outputs	approach	this	impression.	This	
photograph	has	an	affective	residue	still	resident	and	locatable	in	the	image	and	
discernible	to	the	viewer.	
What	emerges	is	not	simply	a	documentation	or	recording	of	this	moment,	but	
a	visceral	response	to	representation/landscape,	one	that	envelops	and	visualises	the	
affective	response:	the	body,	the	mind,	place	and	the	process.	Cooper’s	images	and	
process	reveal	how	the	materialism	of	photo	practices	can	be	applied,	in	conjunction	
with	contemporary	research,	to	extend	landscape	aesthetic	and	viewing	practices	and	
the	gaze.	One	that	is	not	constricted	through	distancing	and	subject/object	divided.		
This	sense	of	the	‘performative’,	through	engagement	with	the	material	and	
physical	space,	activates	this	idea	of	an	in	situ	encounter	not	dissimilar	to	Haraway’s	
situated	knowledge.	This	differentiates	from	the	modernist	understanding	of	
photography	with	the	emphasis	on	the	mechanical	and	formal	functions.	What	
distinguishes	Cooper’s	work	from	the	great	Ansel	Adams	is	the	control	in	which	is	
implied	and	applied;	the	conscious	‘letting	go’	of	the	mechanical	and	response	to	the	
unexpected	‘the	moments	of	in-between-ness’	that	can’t	be	explained	through	
language	or	described	through	aesthetic	function.		
It	is	this	way	of	looking,	of	knowing	–	being	–	that	is	revealed	in	the	making	
that	I	am	interested	in;	this	act	of	material	and	intra-activeness	and	ecology	of	self	
and	meaning,	as	an	agency	of	encounter	and	performance	that	drives	my	
methodology	and	practice.	As	Barrett	identifies	‘in	creative	production,	there	is	no	
opposition	between	inside	and	outside;	consciousness	and	materiality	are	mutually	
constitutive	and	emergent’	(Barrett,	E	&	Bolt,	B	2013:	72).	My	own	practice	further	
expands	upon	this	to	account	for	the	materials,	the	engagement	with	process	in	
combination	of	the	moment.	I	discuss	this	in	detail	in	Chapter	4:	Reflections	on	the	
exhibition,	field	work	and	studio	process.		
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CHAPTER	4		
Reflections	on	the	exhibition,	field	work	and	studio	process	
This	chapter	details	the	creative	practice	at	the	core	of	this	research	project.	It	begins	
by	tracing	the	progression	of	‘being’	in	the	landscape,	thinking	through	movement	
and	duration.	It	also	builds	upon	the	development	of	photographic	processes	and	
techniques	in	order	to	investigate	methods	that	help	articulate	an	embodied	affective	
response	to	material	practice	and	landscape.	I	also	concentrate	on	unpacking	the	
kinaesthetic	approach	to	landscape	photography	of	my	practice	led-research.	This	
includes	the	significance	and	dialogue	between	‘place’,	southern	Tasmania	and	my	
creative	process.		
This	kinaesthetic	practice	is	designed	to	include	an	emotive,	attached	gaze	that	
draws	on	a	unique	visual	processing	and	thinking	that	I	perform	directly	in	the	
landscape	and	onto	the	collected	material.	Connected	to	these	visual	explorations	
was	the	more	substantial	theoretical	research	that	is	discussed	in	Chapter	2.	My	
readings	included	Barad’s	(2007)	agential	realism	and	intra-action,	Bolt’s	(2004)	
performative	understandings	of	art,	and	Haraway’s	(1991)	situated	knowledge	and	
theories	of	phenomenology	that	draw	on	theories	of	ecofeminism	and	ecology.	Also	
included	in	this	reflection	is	the	response	to	established	understanding	of	aesthetics	
and	landscape	theory	as	outlined	in	Chapter	1	through	Cosgrove,	Bergson	and	
Mitchell.	Through	my	theoretical	readings	and	reflection	on	practice,	I	also	draw	upon	
Bergson’s	understandings	of	the	durational	valuation	of	human	experience	(Bergson	
1889)	and	Dee	Reynolds’	consideration	of	kinaesthetic	empathy	(Reynolds	and	Reason	
2012),	which	I	discuss	below.		
The	body	of	this	chapter	is	framed	around	the	structure	of	my	exhibition	titled	
Landscape,	informed	among	others	by	Barad,	Haraway	and	Bal	where	the	actions	of	
walking,	meandering,	sitting,	looking,	stroking,	sorting,	dancing	and	then	the	
photographs	themselves	provided	a	narrative	for	moving	through	the	exhibition,	and	I	
explain	these	terms	in	relation	to	each	other.	By	using	these	verbs	to	designate	the	
different	physical,	technical	and	performative	steps	in	the	order	that	they	occurred	in	
producing	my	photographs,	I	highlight	the	physical,	body-centred	and	performative	
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aspects	of	this	creative	journey.	Using	this	framework,	the	exhibition	both	describes	
and	illustrates	the	practice	itself	and	presents	the	creative	outcomes	resident	in	this	
performative	way	of	working.	These	actions	are	a	way	of	organising	those	body-
centred	and	technical	strategies	that	had	evolved	in	developing	my	practice.	It	was	
important	to	present	these	in	a	way	that	indicated	what	my	body	did	during	these	
moments.		
I	need	to	begin	with	a	number	of	short	considerations	to	set	up	this	discussion.	
One	is	a	dead	end	that	I	moved	away	from;	another	is	to	introduce	the	term	
kinaesthesia,	not	discussed	in	any	depth	in	previous	chapters.	The	third	is	a	discussion	
of	duration	and	dialogue,	through	Benning	and	Bahktin,	so	critical	when	the	viewer	is	
standing	in	front	of	a	photograph.	The	last	short	consideration	introduced	here	is	my	
relationship	to	the	Tasmanian	landscape	where	the	images	for	this	project	were	
developed.		
This	false	start	or	dead	end	references	the	cameraless	techniques	of	Harry	
Nankin.	Nankin’s	cameraless	‘scientific’	approach	is	briefly	mentioned	in	the	chapter	
on	contemporary	photographers	that	relate	to	my	practice.	Here	its	function	is	to	
help	to	explain	my	body	and	camera-centred	approach.	Initially,	as	I	started	to	explore	
landscape,	the	first	produced	images	were	too	formal	and	constructed	(see	fig.	16).	I	
experimented	with	camera-less	techniques	such	as	pinhole	and	photograms.	I	took	
the	silver	halide	photo-paper	directly	into	the	landscape.	This	opened	up	a	
consideration	of	the	indexical	quality	of	the	medium,	as	it	directly	recorded	the	
materiality	of	the	land.	This	strategy	produces	a	material	trace.	This	process	did	not	
address	all	my	needs.	On	an	implicit	body	level,	I	felt	frustrated	and	unresolved,	in	a	
way	that	was	difficult	to	put	into	words	(see	figs.17	and	18).		
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Figure	16:	Early	trial	work,	ecological	landscape	#8,	5’	x	4’	film,	gelatin	silver	print,	90	x	
110	cm	
	
	
	 	
	
	
	
	
	
	
Figure	17:	Early	trial	work,	pinhole	on	maco	lithe	film	and	gelatin	silver	paper,	20.3	x	25.4	cm	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	18:	Early	trial	work,	direct	contact	prints	in	landscape,	gelatin	silver	print,	20.3	x	
25.4	cm	
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As	suggested	in	Chapter	3,	I	recognise	the	value	of	the	formalism	of	Nankin’s	
‘material’	experiments	that	challenge	ideas	of	materiality	in	reference	to	landscape	
referentiality.	However,	I	found	that,	by	engaging	in	such	direct	contact	between	print	
material	and	the	landscape,	I	also	implicitly	wanted	to	use	those	body	memories	and	
gestures	I	had	developed	by	using	camera-based	technologies.	There	was	a	residue	or	
trace	in	my	body	that	for	me	suggested	an	implicit	indexicality	of	my	dialogue	with	
the	camera.	Rather	than	engaging	1:1	with	the	landscape	and	medium,	Nankin’s	
‘paper’	removed	an	important	implicit	and	emotional	aspect	of	‘me’	from	the	
equation.	Nankin’s	approach	did	not	allow	me	to	express	the	emotional	journey	that	
my	immersion	in	the	landscape	was	taking	me	on.	Nor	did	it	allow	me	to	work	
through	my	feminist-influenced	thinking,	which	had	been	so	important	in	
empowering	me	on	my	journey.	I	thought	of	the	paper	as	becoming	a	direct	
transcript,	rather	than	a	resolution	between	myself,	landscape,	and	representational	
and	viewing	practice.	I	needed	to	go	back	to	using	the	camera,	but	to	also	work	out	a	
way	of	keeping	a	trace	of	this	more	directly	material	practice.	This	was	done	by	
incorporating	material	traces	and	body	connections	of	my	dialogue	with	the	prints	
and	their	production.	For	me,	this	offered	a	combination	between	intuitive	aspects	of	
process	and	materialism,	along	with	a	considered	social,	political	response	to	
landscape,	all	of	which	I	felt	my	work	demanded.		Through	this	creative	process,	I	
move	beyond	binary	assumptions	that	are	embedded	in	landscape	discourse,	which	I	
have	argued	in	chapter	one,	privilege’s	a	fixed,	distant	view	of	landscape.	By	
emphasises	the	materiality	of	the	medium	and	performativity	aspects	of	the	process,	I	
aim	to	reconstruct	boundaries	of	expression	and	social	and	political	expectations	that	
accounts	for	an	embodied,	co-emergent	response	to	landscape.		
4.1	Kinaesthesia	
I	draw	on	the	term	kinaesthetic,	as	the	adjective	of	kinaesthesia,	relating	to	the	
sensory	awareness	of	position	and	movement.		Given	my	performative	approach,	I	
am	concerned	with	how	direct	encounter	through	the	material	environment,	the	
body	and	creative	practice	in	turn	affects	various	senses	and	impulses.	In	this	way	I	
am	attracted	to	the	term	kinaesthesia	through	Dee	Reynolds’	use	of	proprioceptors.	
Dee	Reynolds	defines	‘proprioception’	as	‘the	sensing	of	one’s	own	position	and	
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movement	stimuli	from	within	the	body,	through	sense	receptors	in	the	muscles,	
joints,	tendons	and	inner	ear	as	distinct	from	exteroception,	the	detection	of	
environmental	events	through	receptors	in	the	eyes,	ears	and	skin’	(Reynolds	2012:	
17).	My	creative	practice	recognises	an	awareness	of	body	positioning	(within	the	
landscape)	and	an	awareness	of	the	senses	(such	as	vision,	hearing,	touch).		
	 The	development	of	the	project	has	relied	upon	spending	time	in	place;	Hartz	
Mountain	range.	The	experience	of	moving	through	the	landscape;	walking,	sitting,	
looking	have	been	central	to	my	approach	of	gathering	an	embodied	awareness	that	I	
then	take	back	to	the	darkroom	and	studio.	The	residue	of	the	movements	and	
sensory,	intuitive	engagement	with	the	landscape	are	re-experienced	through	the	
direct	handling	of	the	negatives	and	prints	in	the	studio	and	darkroom.	The	markings	
on	the	images	are	led	by	intuitive,	reflexive	movement.		The	markings	translate	the	
trace	evidence	of	being	in	the	landscape	and	are	the	material	link	to	the	body,	the	
landscape	and	my	experience	of	being	there.	
4.2	Duration	
I	also	note	critical	moments	in	work	occur	through	duration.	Duration	plays	an	
important	role	in	most	aspects	of	my	work.	It	occurs	during	prior	moments	of	capture	
–	the	walking,	the	meandering,	the	sitting,	the	looking.	It	occurs	during	moments	of	
technical	processes;	for	example,	the	durational	nature	of	light	hitting	the	film	on	
initial	capture	of	an	image	and	then	again	through	inter-negative	process.	It	occurs	
during	moments	in	the	darkroom	when	projecting	the	image	through	the	enlarger	
and	moving	my	body	between	the	light	and	light-sensitive	paper.	It	occurs	again	when	
viewing	the	work	in	the	exhibition	–	moving	through	the	space	and	responding	to	the	
layout.		
How	long	should	a	work	be	viewed	to	allow	those	things	embedded	within	it	to	
be	revealed?	How	long	should	one	look?	James	Benning,	who	I	have	discussed	briefly	
in	the	previous	chapter,	understands	duration	as	a	way	of	moving	away	from	
previously	learned	ways	of	looking.	Benning	highlights	the	physical	relationship	
between	landscape	and	duration	where	‘place	is	a	function	of	time’	(MacDonald	
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2007:	430).	This	performs	many	of	the	arguments	about	breaking	down	privileged	
modes	of	framing	the	landscape	discussed	in	Chapter	2.	As	Benning	explains:	
It	always	pleased	me	when	people	would	tell	they’d	almost	left	but	instead	had	stayed	
with	the	film	and	felt	that	the	experience	had	taught	them	to	look	differently,	to	pay	
attention	and	become	more	proactive	as	viewers,	to	look	around	the	frame	for	small	
details	and	not	to	wait	for	the	film	to	come	to	them.	(MacDonald	2007:	435)		
4.3	Dialogue		
An	important	consideration	in	my	methodology	and	practice	was	my	rejection	of	
working	digitally.	Though	there	has	been	significant	theoretical	dialogue	that	pushes	
the	obligatory	efforts	towards	digital	practice	and	consideration,	I	found	my	own	
exploration	of	landscape	did	not	extend	to	this.	It	was	important	to	work	with	my	
hands	in	the	studio	as	well	as	the	field	itself.	Instead	I	felt	digital	invention	here	would	
confine	‘physical’	practice	–	to	take	away	from	an	unexpected,	accidental	(the	
affective)	element	that	occurs	when	working	in	the	darkroom	and	is	also	present	in	
my	dialogue	with	the	landscape.	The	work	dialogue	is	important	here.	A	dialogue	with	
the	landscape.	A	dialogue	with	the	materials	of	production.		
I	employ	the	term	dialogue	here	as	informed	by	theorist	Mikhail	Bakhtin’s	
(1981)	theorising	of	relational	dialogue.	Bakhtin	developed	the	terms	‘dialogic’	and	
‘chronotope’	(Bakhtin	1981)	by	stressing	an	intersubjective	and	interaction	between	
both	the	physical	and	sociocultural	world.	Relationships	and	connections	(between	
the	materials	and	social),	and	their	related	significations	(through	language	or	art),	are	
not	only	articulated	through	an	ongoing	flux	of	values,	but	also	can	be	understood	as	
constantly	in	motion	open	to	interpretation.	Holquist	suggests,	as	editor	of	Bakhtin’s	
1981	writings	The	Dialogic	Imagination:	Four	Essays:	‘Everything	means,	is	
understood,	as	a	part	of	a	greater	whole	–	there	is	a	constant	interaction	between	
meanings,	all	of	which	have	the	potential	of	conditioning	others’	(Bakhtin	&	Holquist	
1981:	426).	Bakhtin’s	theories	also	address	notions	of	time:	‘temporal	and	spatial	
determinations	are	inseparable	from	one	another,	and	always	coloured	by	emotions	
and	values’	(Bakhtin	1981:	243).	Bakhtin	writes:	
Before	us	are	two	events	–	the	event	that	narrated	in	the	work	and	the	event	of	
narration	itself	(we	ourselves	participate	in	the	latter,	as	listeners	or	readers);	these	
events	take	place	in	different	times	(which	are	marked	by	different	durations	as	well)	
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and	in	different	places,	but	at	the	same	time	these	two	events	are	indissolubly	united	
in	a	single	but	complex	event	that	we	might	call	the	work	in	the	totality	of	all	its	events,	
including	the	external	material	giveness	of	the	work,	and	its	text,	and	the	world	
represented	in	the	text,	and	the	author-creator	and	the	listener	or	reader;	thus	we	
perceive	the	fullness	of	the	work	in	all	its	wholeness	and	indivisibility,	but	at	the	same	
time	we	understand	the	diversity	of	the	elements	that	constitute	it.	(Bakhtin	1981:	255)		
I	am	particularly	interested	in	Bakhtin’s	proposition	(reading	and	listening)	as	an	
extension	of	Benning’s	understanding	of	‘duration’.	That	is,	emphasising	the	
durational	and	dialogic	relationship	between	the	listener	(or	viewers),	as	intrinsically	
intertwined	to	that	of	the	creator’s	experience.	‘Meaning’	(in	this	instance	through	
the	processes	and	outcomes	of	the	photographic	image)	is	negotiated	through	a	
(sub)conscious	engagement	of	materiality,	intuitiveness	and	an	embodied	presence	
that	can	renew	a	creative	vision	of	landscape.	What	resulted	in	these	outputs	was	the	
evidence	of	working	intuitively.	I	have	tried	to	document	this	through	the	videos	and	
field	notes	(fig.	19).		
My	work	often	depended	upon	solitary	field	trips.	This	became	an	important	
aspect	of	engagement	with	process	and	place.	Movement	in	the	landscape,	un-
mediated,	is	also	reflected	in	the	periods	I	spend	in	the	darkroom.	Again,	duration	
plays	a	part,	not	so	much	with	walking,	but	with	time	spent	developing,	processing	
the	images.	Here,	I	am	alone,	without	distractions.	Here	I	rely	on	bodily	and	sensory	
movement.		
4.4	Tasmania	
This	project	is	intimately	linked	with	the	region	of	southern	Tasmania	where	I	had	
been	residing	and	developing	creative	work	over	a	period	of	four	years.	All	images	
that	contribute	to	this	research	are	taken	from	the	Huon	valley	and	Hartz	Mountains	
National	Park	where	I	was	living	at	the	time	(2009–13)	with	my	young	family.	For	the	
first	time,	when	living	in	the	Huon	valley,	I	felt	a	connection	to	place.	I	found	this	hard	
to	articulate	as	I	had	always	been	very	transient	in	nature	(both	as	a	child	and	as	an	
adult).	Part	of	my	deepening	relationship	with	this	landscape	developed	from	what	I	
sensed	as	an	enveloping	primordial	force	that	seemed	to	surround	me.	This	also	
included	an	understanding	of	my	own	sense	of	self	as	a	response	to	this	environment.	
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This	connection	to	place	extends	beyond	spatial	and	geographical	dimensions	to	
include	an	embodied	situated	knowledge.	Yi-Fu	Tuan	discusses	sense	of	place	as;	
Other	than	the	all-important	eye,	the	world	is	known	through	the	senses	of	hearing,	
smell,	taste,	and	touch.	These	senses,	unlike	the	visual,	require	close	contact	and	long	
association	with	the	environment.	It	is	possible	to	appreciate	the	visual	qualities	of	a	
town	in	an	afternoon's	tour,	but	to	know	the	town's	characteristic	odours	and	
sounds,	the	textures	of	its	pavements	and	walls,	requires	a	far	longer	period	of	
contact.	(Tuan,	Yi-Fu	1979:	410)		
		
On	most	days,	depending	on	the	weather,	I	could	see	from	our	home	across	the	Huon	
river	to	the	peaks	and	ridges	of	the	Hartz	mountains.	I	would	watch	and	anticipate	the	
weather	as	it	moved	closer,	noting	the	accumulation	of	snow	in	winter	and	its	
inevitable	disappearance	across	the	peaks.	I	would	see	the	mist	shifting	and	flowing	
down	the	valley	until	it	covered	our	home	and	the	land	around	it	for	almost	two	
months	of	the	year.	I	watched	for	evidence	of	smoke	from	a	neighbouring	bushfire	
and	prepared	for	the	possibility	of	having	to	flee.	Mostly,	however,	I	would	trace	the	
horizon	with	the	sensation	of	belonging,	or	even	longing,	rather	than	spectacle.	We	
would	often	do	day	trips	to	the	Hartz	mountain	range.	I	could	see	it,	imagine	it,	I	could	
also	‘feel’	it.	It	wasn’t	distance	viewed,	but	a	physical	connection	of	experience	–	the	
‘knowing’	I	had	been	there.	The	horizon	view	from	my	home	didn’t	separate	me	from	
this	place	(the	mountains,	the	valleys),	but	for	me	helped	define	my	place	in	it.	
Initially	I	tried	to	‘capture’	this	feeling	through	photography,	yet	the	images	seemed	
to	be	too	structured	and	formal.	As	I	began	to	let	go	of	my	preconceived	notions	of	
‘what	a	landscape	should	represent’	and	focus	on	bodily	engagement	with	process	
and	the	landscape,	the	work	began	to	reveal	an	aesthetic	that	started	to	connect	
collectively	to	my	mind,	body	and	feeling	and	experience.	Yi-Fu	Tuan	discusses	this	
significance	stating;	‘we	can	know	a	place	subconsciously,	through	touch	and	
remembered	fragrances,	unaided	by	the	discriminating	eye.	While	the	eye	takes	in	a	
lovely	street	scene	and	in	intelligence	categories	it,	our	hand	feels	the	iron	of	the	
school	fence	and	stores	subliminally	its	coolness	and	resistance	in	our	memory’	(Tuan,	
Yi-Fu	1979:	411).	It	is	these	memories,	acquired	through	physical	presence,	affective	
response	and	sensory	perception	of	place	and	landscape	that	I	take	back	to	the	
studio.		
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The	immediate	and	personal	knowledge	of	the	various	locations	I	explore	in	
this	project	also	plays	a	pivotal	role	in	their	physical	and	figurative	manifestation.	This	
includes	the	movement	of	walking	repeated	tracks,	moments	of	duration	and	
contemplation	through	sitting	and	looking,	and	working	in	the	familiar	surroundings	
and	space	of	the	darkroom.	The	body	‘remembers’	and	the	‘place/space’	begins	to	
feel	like	an	extension	of	the	body.	The	sense	of	sight	performs	one	part	of	my	bodily	
perception.	Rather	than	a	pure	representational	positioning,	I	attempt	to	encompass	
both	that	which	is	immediately	visible	with	the	unknown,	affective,	tactile	response.		
	
4.5	The	work		
Artist	as	thinker,	artist	as	marker,	artist	as	viewer	
The	exhibition/installation	of	my	work	is	presented	in	two	parts.	The	first	section	
details	processes	in	my	practice	and	the	second	presents	the	resultant	body	of	black-
and-white	photographic	works:	the	outputs	from	this	research.	The	videos	in	the	first	
section	document	field	work	and	darkroom	interventions.	They	are	not	being	
considered	works	of	art	in	themselves,	but	lay	bare	and	document	my	process.	These	
videos	have	not	been	edited.	Their	role	in	the	present	context	is	akin	to	field	notes,	
which	reveal	my	practice	in	performance.	Their	function	is	to	document	in	real	time	
my	movements	through	the	landscape,	at	the	light	table	and	in	the	darkroom.	
Although	I	do	not	expect	the	viewer	to	watch	these	videos	to	completion,	they	do	
communicate	important	aspects	about	how	my	body	and	senses	shift	over	extended	
periods	of	time,	and	how	I	use	my	body	in	the	field	and	in	the	darkroom.	My	hope	is	
that	these	videos	especially	communicate	something	of	the	all-consuming	durational	
dimensions	of	those	stages	of	my	practice	that	I	attempt	to	distil	in	the	final	images.	
In	the	chapter	3,	the	moving-image	artists’	work	by	Benning	and	Snow	fulfils	a	similar	
function	to	these	videos.	They	address,	document	and	perform	a	process	that	I	use	to	
arrive	at	my	photographs,	which	I	hope	still	contain	a	trace	of	these	‘actions’.	At	their	
most	effective	I	aim	for	my	photographs	to	deliver	an	amalgam	of	such	traces	in	the	
instant	of	viewing.	An	important	understanding	I	have	arrived	at,	is	that	time	(that	is,	
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the	duration	of	days	and	weeks)	allows	me	to	build	a	relationship	between	my	body	
and	the	landscape.	But	in	the	end	this	experience	of	duration	must	be	available	to	the	
viewer	in	another	form.	I	understand	this	to	be	critical	to	my	concept	of	an	‘affective	
gaze’.		
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	19:	Selected	field	notes	from	journal	
	
I	also	make	use	of	field	notes	jotted	down	throughout	my	research	activities	(fig.	19).	
They	have	been	placed	strategically	to	function	as	a	road	map	for	the	exhibition,	and	
to	comment	on	the	videos,	artefacts	and	photographs	in	their	vicinity.	They	are	
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numbered	to	suggest	a	narrative	or	argument	that	unfolds	through	the	space.	The	
framing	document	uses	the	same	numbering.	Thus,	my	examination	
installation/exhibition	lays	out,	both	spatially	and	visually,	my	argument	for	the	
importance	of	what	I	call	the	affective	gaze.	This	trajectory	uncovers	the	critical	steps	
and	times	that	my	body	moves	through	to	arrive	at	each	photograph,	in	the	landscape	
and	in	the	darkroom.		
Part	1	includes:	The	walking.	The	meandering.	The	sitting.	The	looking.	The	
stroking.	The	sorting.	The	dancing.	Part	2	is	concerned	with	a	closer	reflection	on	the	
photographs.	This	breakdown	is	really	a	step-by-step	description	of	my	creative	
process	that	can	be	connected	back	to	related	research	into	the	nature	and	structure	
of	the	creative	process	itself.	I	have	come	to	understand	that	this	action	list	also	
relates	to	Mihaly	Csikszentmihalyi’s	(2014)	work	on	creativity	in	which	he	identifies	
five	stages.	These	stages	are	preparation,	incubation,	insight,	evaluation	and	
elaboration	(see	flow	chart,	Csikszentmihalyi	2014:	79).	These	stages	can	be	mapped	
onto	the	actions	that	framed	the	exhibition.	
Preparation	involves	knowing	the	rules	of	the	game	one	is	engaged	with;	in	
this	case,	the	history	of	landscape	photography	and	those	photographers	who	have	
engaged	specifically	with	the	Tasmanian	landscape,	but	also	importantly,	those	
actions	undertaken:	the	walking,	meandering	and	sitting,	the	physical	work	I	had	to	
perform	to	place	myself	in	the	landscape	itself.	Preparation	‘is	stimulated	by	external	
pressures	or	by	intrinsic	motivation,	involves	focused	conscious	work’	
(Csikszentmihalyi	2014:	76).	Incubation	involves	that	churn	of	ideas	that	takes	place	
for	me	while	also	sitting	and	sorting,	and	also	gets	expressed	through	my	dancing.	
During	incubation	‘a	subconscious	idea	is	continually	developed’	(Csikszentmihalyi	
2014:	91).	Insight	talks	to	that	‘aha’	moment	when	I	eventually	start	using	the	
camera.	It	can	also	occur	while	shuffling	through	the	images,	during	the	sorting	
process.	For	Csikszentmihalyi,	‘insights	always	occur	during	a	period	of	incubation,	
such	as	a	vacation,	a	sabbatical,	or	a	long	trip’	(Csikszentmihalyi	2014:	92).	My	long	
durational	moments	of	being	physically	in	the	landscape	speak	to	such	an	incubation	
period.	Evaluation	also	occurs	when	I	sort	through	samples	to	decide	what	
interventions	and	actions	have	worked	for	me.	Is	the	Insight	worth	pursuing?	
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Csikszentmihalyi	points	out	that	this	stage	has	a	social	dimension	and	relates	back	to	
the	field	of	practice	(Csikszentmihalyi	2014:	88).	The	second	part	of	the	exhibition	
then,	the	presented	photographs	themselves,	are	there	to	provide	moments	of	
evaluation	and	elaboration,	presenting	the	most	productive	outcomes	of	these	
various	interventions	outlined	and	reflected	in	the	first	part	of	the	process	and	
exhibition.		
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4.6	PART	1		
The	walking.	The	meandering.	The	sitting.	The	looking.	The	stroking.	The	sorting.	The	
dancing.	
Creating	and	exhibiting	methodological	videos	that	document	the	process	of	making	
each	photograph	in	conjunction	with	the	photographs	has	emerged	as	a	central	way	
of	investigating	the	relationship	of	subjectiveness,	materialism,	indices,	and	affective	
response.	The	role	of	the	inclusion	of	the	videos	in	the	final	exhibition	has	shifted	in	
the	course	of	the	project.	That	is,	from	providing	methodological	knowledge	of	the	
circumstances	of	production	(see	Chapter	2,	Photography’s	relationship	to	the	index)	
to	being	a	further	means	of	considering	the	process	of	meaning-making	in	response	
to	intra-active	and	affective	thinking.	While	the	photographs	are	indexically	pointing	
to	the	event	of	their	making,	and	only	optionally	iconically	pointing	to	their	referent	
(that	is,	if	the	image	is	discernible	–	the	causal	relationship	between	an	index	and	its	
referent	being	only	optionally	self-evident),	the	videos	point	directly	-	iconically	and	
indexically-	to	the	process	of	making	the	photographs	that	lies	at	the	heart	of	the	
work.	To	this	extent	they	become	the	signifiers,	while	the	photographs	act	as	the	
Signified.		
Recording	my	steps	via	video	happened	both	during	and	after	taking	initial	
images.	Using	less	than	professional	equipment	and	expertise,	these	short	recordings	
were	intended	to	document	my	journey,	like	a	visual	journal.	They	unexpectedly	
disclosed	moments	that	would	have	otherwise	been	hidden.	Through	them,	changes	
in	tempo,	movement,	atmosphere,	and	moments	of	‘affect’	come	into	play	–	not	
separate	from,	but	in	conjunction	with,	the	final	images.		
The	placement	of	these	videos	in	the	exhibition	was	guided	by	observation	–	
the	intention	was	a	narrative	or	practice	and	ecology.	I	had	noted	on	my	walks	and	
tentative	response	to	photography	that	the	landscape	could	be	further	informed	to	
meet	with	an	empathetic	gaze.	By	incorporating	physical	and	moving	images	to	
coincide	with	the	presentation	of	the	‘still’	image,	I	intended	to	engage	with	a	
bricolage	experience.	That	is,	not	privileging	one	method/practice	over	the	other.		
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4.7	The	walking	
	
	
	
Figure	20:	The	walking,	Hartz	Peak	(exhibition	video	duration	31.11	minutes)		
I	refer	to	field	note	#	1	to	outline	thinking	related	to	‘the	walking’:	‘there	is	also	the	
physical	journey	walking	through	and	being	in	the	landscape.	Every	time	it	takes	time	
before	my	body	gets	to	the	point	of	looking’	(field	note	#1;	see	also	fig.	20).	It	usually	
takes	me	hours	to	get	where	I	want	to	work,	and	over	this	initial	time	my	breathing	
changes.	I	can	be	quite	exhausted.	I	stop	and	pause	at	various	stages	and	the	way	my	
eyes	move	across	the	landscape	slowly	starts	to	settle,	although	it	still	takes	in	this	
idea	of	the	horizon	line.	I	am	aware	in	this	journey	that	I	get	a	chance	to	get	away	
from	the	way	I	am	in	the	city.	Moments	and	feelings	are	no	longer	as	fragmented,	
grabbed,	jutted	up	against	other	things.	This	stage	leads	to	an	understanding	that	I	
now	spend	most	of	my	life	in	the	city,	which	requires	a	very	different	set	of	skills	to	
negotiate	productively.	It	is	about	shedding	that	skin.	It	is	also	about	shedding	a	
certain	way	of	thinking,	which	Barbara	Bolt	addresses	in	her	use	of	Martin	
Heidegger’s	‘worlding	the	world’	when	she	asks	‘How	do	we	experience	reality	before	
we	begin	to	organise	it	according	to	our	scientific	preconceived	world	view?’	(Bolt	
2013	9:15).	
Over	the	course	of	the	hours	or	days	it	takes	to	walk	through	the	landscape	or	
set	up	a	camera,	I	become	familiar	with	the	immediate	environment.	Through	
repeated	movements,	observation	and	in	direct	relation	to	my	physical	presence	
within	the	landscape,	I	develop	a	particular	sense	of	place.	My	body	considers	the	
place	alongside	itself	and	‘remembers’	it.	As	geographer	Yi-Fu	Tuan	states,	‘what	
begins	as	undifferentiated	space	becomes	place	as	we	get	to	know	it	better	and	
endow	it	with	value’	(Tuan	1997:	6).		
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4.8	The	meandering	
When	first	approaching	the	landscape,	my	critical	eye	and	gaze	engage	with	the	
sweeping	views.	As	I	walk	further,	I	enter	a	field	of	shadow	and	muted	colour.	I	no	
longer	walk	in	a	straight	line.	Once	this	starts	to	happen	I	also	look	down	at	the	
ground	more	often,	and	having	looked	at	these	videos	it	has	become	evident	to	me	
that	Anne	Ferran’s	images	are	there;	they	are	somehow	part	of	this	space	for	me.	
There	is	the	smell	and	sound	of	water.	Somehow	I	feel	I	can	touch	the	patterns	I	start	
to	see.	And	here,	at	these	points,	the	horizon	dissipates.	My	surroundings	are	more	
tactile.	My	body	feels	wrapped	in	this.	It	takes	time	and	I	am	still	moving,	foraging.	I	
note	this	in	field	note	#2:	
Sometimes	I	would	go	out,	with	the	camera,	but	not	take	any	images.	The	‘trigger’	
comes	when	time	almost	seems	to	slow	done,	as	my	eye	(and	body)	travels	around,	
there	becomes	a	feeling,	rather	than	something	formal	or	specific.	(fig.	21).		
	
	
	
	
	
	
	
Figure	21:	The	meandering,	Hartz	Mountains	National	Park	(exhibition	video	duration	
	 10.10	minutes)	
	
Moving	through	the	landscape,	I	sensed	mostly	with	my	body;	it	became	my	filter	in	
which	the	camera	and	film	engaged.	The	‘filter’	in	sense	becomes	a	‘two-way	
movement	between	biological	process	and	discourse’	(Barrett	2011:	126).	Barrett	
suggests	the	‘subject	as	biological	organism,	capable	of	thought	and	language,	is	a	
filter	through	which	objects	pass	as	raw	sensations	and	are	then	transubstantiated’	
(Barrett	2011:	126).	This	extension	of	an	embodied	and	situated	practice,	in	
conjunction	with	material	reality,	has	the	potential	to	the	reveal	new	‘realities’	and	
ways	of	looking.	This	includes	ways	of	looking	that	until	the	point	of	capture	had	not	
already	been	established	in	language.	As	I	took	notes	and	recorded	these	events,	it	
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became	clear	that	this	could	take	quite	some	time,	especially	now	that	I	was	no	
longer	living	on	the	fringes	of	these	wilderness	areas.	My	perceptual	apparatus	had	
got	used	to	operating	in	the	city	–	it	needed	more	time	to	get	into	this	duration.	
Subsequently,	aspects	of	Benning’s	teachings	–	the	‘looking	and	listening’	(Yates	2007:	
158)	–	and	Zen’s	approach	to	uncluttered	thinking	added	weight	to	my	reflection.	
That	is,	Zen’s	goal	as	Donald	Cyr	describes	‘was	to	provide	the	individual	with	a	clear	
awareness,	uncluttered	by	rationalisation	and	intellectualisation.	Zen’s	approach	was	
to	help	one	see	the	nature	of	one’s	true	being	by	pointing	the	way	out	of	one’s	
conceptualization’	(Cyr	2002:	49).	Instead,	aspects	of	expression	that	include	
‘naturalism,	spontaneity	and	inner	freedoms’	(Cyr	2002:	49)	are	valued	above	pure	
visual	perception.		
4.9	The	sitting	
	
	
	
	
	
Figure	22:	The	sitting,	Hartz	Peak	(exhibition	video	duration	10.31	minutes)	
In	field	note	#3	I	note:		
My	body	becomes	the	filter	–	the	landscape	is	making	imprints	on	my	body.	It	might	be	
a	formation	of	rock,	it	might	be	a	ridge	in	the	horizon	or	a	cluster	of	grass	–	but	it’s	also	
the	sound,	the	atmosphere	that	I	am	in-tuned	to	that	affects	the	‘moment’.	(fig.	22)		
I	sit	there	for	long	periods	of	time.	My	breathing	changes.	I	feel	more	in	the	place.	
When	I	do	shoot	images	it	can	be	more	about	starting	the	ball	rolling	than	gathering	a	
moment.	That	comes	eventually.	It	wasn’t	until	I	re-focused	my	vision	to	include	a	
sense	of	myself	in	that	particular	space/place	–	drawing	in	the	smallest	of	detail	and	
feeling,	that	emerged	a	sense	of	awareness/interconnectedness	to	the	landscape.	It	is	
this	image	I	then	took	back	to	the	darkroom.	I	take	a	series	of	shots	that	I	come	back	
to	later,	compare	put	in	relation	to	one	another.	I	begin	to	focus	on	‘this’	
environment	and	its	texture.	During	different	stages	of	the	day,	the	light	shifts	and	
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the	longer	I	am	in	these	spaces	the	more	I	am	aware	of	this.	I	am	now	at	the	point	
that	Amanda	Yates	describes	in	one	of	James	Benning’s	workshops	on	looking	in	the	
landscape:	‘what	happens	if	you	just	look	and	don’t	add	anything?	What	happens	if	
you	don’t	try	to	sell	anything,	even	your	beliefs?	What	if	the	story	is	already	there	in	
the	environment?’	(Yates	2007:	156).	
It	is	not	clear	what	intercepted	these	moments,	I	did	not	consciously	look	for	
formal	elements	nor	not	rely	on	a	certain	light	or	a	description.	This	relates	to	the	
journey	of	getting	my	body	into	that	space.	This	was	not	critical	thinking,	but	kind	of	
letting	my	body	speak.	This	was	further	developed	when	marking	the	images.	But	this	
‘thinking’	and	interaction	differed	when	selecting	images	to	print	(discussed	further	in	
‘The	sorting’).		
4.10	The	looking	
	
	
	
	
Figure	23:	The	looking,	Hartz	Peak	(exhibition	video	duration	32:45	minutes)	
In	field	note	#	4	I	reflect	‘There	is	no	inside,	no	outside,	nor	is	there	just	nothing,	but	
that	through	relating	–	different	phenomena	begin	to	appear.	The	fog	became	
another	layer	of	sensory	experience,	not	only	did	it	look	different,	but	felt	different’.	
Moments	now	happen	where	I	am	in	sync	with	slow	and	subtle	changes	in	the	
landscape.	The	fog	comes	closer.	I	look	at	it,	but	I	also	look	out	of	focus,	and	then	I	am	
aware	of	my	body.	These	long	moments	start	to	become	an	image.	Images	gathered	
at	this	time	have	changes	to	my	body	in	them.	I	might	be	tired	but	my	senses	are	now	
working	differently.	My	aim	when	I	go	into	the	mountains	has	been	to	come	back	with	
some	traces	of	this.	But	it	is	not	just	about	taking	a	photograph	of	this;	it	also	about	
the	light,	movement,	sound	and	smells	that	are	built	into	it.	But	I	am	visualising	it	as	a	
single	moment.	
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The	moment	when	I	pressed	the	shutter	release,	the	initial	triggering	of	my	
response,	could	be	found	to	be	driven	by	the	representation	of	encounters	that	
included	more	than	the	visual	kind.	It	is	the	mediation	between	physical	presence	and		
ephemeral	senses	that	I	am	interested	in.	There	were	moments	when	I	was	in	the	
landscape	when	I	picked	up	the	camera	after	being	aware	of	something	perceptually.	
This	came	through	it	in	its	most	productive	in	the	capturing	of	fog.	The	result	often	
challenged	the	familiarity	of	what	is	traditionally	understood	as	‘landscape’.		
I	do	not	think	of	this	environment	as	‘landscape’	in	which	denotes	a	particular	
‘scopic	regime’	of	a	disinterested	observation.	By	abstractly	restraining	and	
objectifying	a	phenomenon	we	‘deny	its	ability	to	actively	engage	us	and	to	provoke	
our	senses:	we	thus	block	our	perceptual	reciprocity	with	that	being’	(Abram	1997:	
56).	This	is	in	contrast	with	my	immersion	through	the	affective	and	sensory	
experience	of	light,	sound	and	feeling	in	what	Tim	Ingold	calls	the	fluxes	of	the	
‘weather-world’	(Ingold	2011:	126).	I	also	suggest	a	rejection	of	the	‘scenic’	or	
picturesque	in	my	work,	similarly	to	Mitchell’s	(1998)	‘landscape’,	as	a	purely	
culturally	loaded	construct	(see	Chapter	1).	My	aim	is	to	re-focus	on	a	perception,	
way	of	looking,	that	does	not	isolate	vision	from	the	seeing,	knowing	and	feeling	
body.		
The	days	I	spend	walking	in	the	environment,	my	visual	experience	is	
intimately	connected	with	the	bodily	perception	of	moving	through	the	space.	
Situated	knowledge	is	gathered	neither	as	a	whole,	or	in	blur,	but	through	moments	
of	affective	awareness	and	bodily	response	to	place.	Barad	observes:	
All	bodies,	not	merely	‘human’	bodies,	come	to	matter	through	the	world’s	iterative	
intra-activity-its	performativity.	This	is	true	not	only	as	the	surface	or	contours	of	the	
body	but	also	of	the	body	in	the	fullness	of	its	physicality,	including	the	very	‘atoms’	of	
its	being.	Bodies	are	not	objects	with	inherent	boundaries	and	properties;	they	are	
material-discursive	phenomena.	(Barad	2003:	15)		
In	this	instance	the	resulting	photographs,	the	videos	become	the	body,	hence	they	
have	their	own	agency,	their	own	subjectivity.		
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4.11	The	stroking	
	
	
	
	
Figure	24:	Working	with	inter-negatives,	marking	through	tactile	and	chemical	processes	
(exhibition	video	duration	11:04	minutes)		
The	stroking	occurs	after	the	initial	capture	and	as	a	physical	response	to	the	surface	
of	the	processed	film.	Marking	negatives	and	sorting	proof	negatives.	Rubbing	with	
the	hand.	Through	this	process	I	get	a	chance	to	transfer	the	experience	of	being	
enveloped	by	the	landscape	into	a	tactile	response.	It	is	still	in	my	body.	I	want	to	use	
my	hands	to	paint,	the	tactile	thing	of	owning	these	images.	I	also	sort	the	images.	
Like	Berg	does	in	her	finished	pieces,	the	archaeology	–	placing	things	in	relation	to	
each	other	–	is	part	of	the	work,	for	me	it	is	a	step	to	something	more	about	the	body.	
I	register	this	contact	with	process	in	field	note	#5:	‘I	think	through	these	markings,	
which	are	“intuitive	markings,	pre-linguistic	pleasures”	and	question	“Are	they	more	
about	performance	than	representation?”.’	
The	dust,	fingerprints	and	scratches	mark	a	physical	trace	of	the	hand	that	
recalls	experience	and	intuition.	This	includes	the	kinetic	experience	of	the	surface	of	
the	ground.	I	found	by	reducing	the	photographic	medium	to	expose	its	structure,	
focusing	on	the	‘materiality’,	I	could	also	draw	attention	to	the	production	of	meaning	
and	new	significatory	effects.	The	inherent	heterogeneity	of	the	bleaching	and	
markings	I	use	is	intended	to	evoke	multiple	meanings	that	are	neither	universal	nor	
stable.	The	images	begin	to	inform	my	process	by	combining	both	manipulation	of	the	
image	with	a	contextual	background.	Subjectivity	situated	and	revealed	through	
moments	of	intra-action	and	agency	of	the	material	and	Self.	My	immersion	with	
materials	when	making	work	is	linked	directly	with	bodily	engagement	in	the	
landscape.		
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As	the	work	started	to	evolve,	the	direct	reference	to	landscape	becomes	
more	obscured.	The	central	image,	whether	fragmented	or	veiled,	can	almost	be	seen	
as	secondary	to	the	surroundings	and	surface	of	the	work.	The	fragmented	images	
and	ambiguous	settings	challenge	a	unified,	stable	structure	that	has	often	controlled	
and	dominated	traditional	aesthetic,	viewing	and	representational	practices	of	the	
landscape.	Instead,	these	images	propose	a	more	varied,	ecological	visual	pleasure	
and	experience	of	our	land.	By	refusing	any	clear	gendered	aesthetic	or	fixed	
distinction	with	the	landscape,	I	attempt	to	shift	the	viewer’s	position	to	one	of	
multiplicity	and	flexible	in	the	construction	of	viewing	pleasures;	this	I	have	termed	an	
‘affective	gaze’.		
The	chosen	photographic	techniques	and	processes	are	characterised	by	a	
hands-on	involvement	with	materials	and	embrace	their	agency.	While	recreating	
direct	positive/negative	photographic	processes,	its	essence	an	alchemical	process	
where	each	step	is	(re)discovered	through	certain	dilutions	of	chemicals,	changes	in	
temperatures,	timing	in	processing	and	method	of	drying	prints/negatives	before	
arriving	at	any	results.	Though	I	have	a	knowledge	of	photo	processing	
(develop/stop/fix),	I	was	guided	by	the	praxis	of	encounter	between	touch,	chemical	
application	and	visual	response	of	the	emerging	image.	There	is	a	sense	of	what	Elkin	
describes	in	how	a	work	emerges,	artists	‘know	what	they	want,	and	in	part	they	are	
just	watching	to	see	what	will	emerge’	(Elkins	1998:	44).		
4.12	The	sorting	
	
	
	
	
	
	
Figure	25:	Sorting	through	numerous	proof	prints	(exhibition	video	duration	19.08	
minutes)	
In	field	note	#6	I	describe:	‘working	in	the	darkroom	I	saw	things	in	the	prints	that	I	
had	not	noticed	before’.	On	the	lightbox.	I	am	back	home.	I	stand	over	a	table.	I	sort	
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through	images.	When	I	stop	and	pause	I	remember	what	I	saw	and	collected	when	I	
was	looking	in	the	landscape	itself.	I	think	of	how	my	hands	gesture,	as	what	my	eyes	
went	to	when	I	was	looking.	There	is	a	similar	gazing.	But	my	castles	build	and	
collapse.	A	gathering	of	putting	things	next	to	each	other.	My	hands	do	what	my	eyes	
did.	What	is	the	difference	that	comes	closer	to	the	feelings	I	have	for	those	
moments?	The	senses	from	the	mountain	are	still	in	my	thinking,	helping	see	how	
close	I	get.	
I	also	questioned	the	role	of	the	‘index’	–	both	visually	and	abstractly.	The	
physical	markings	become	a	significant	narrative	in	the	work:	talking	to	the	viewer	as	
well	as	responding	to	the	materialism	of	practice,	sense	of	self	and	place.	It	was	my	
aim	to	highlight	evidence	of	my	presence	in	the	final	works.	I	included	myself	through	
the	trace	of	the	markings	and	supporting	videos.	The	journey	is	an	important	part	of	
telling	this	story.		
In	this	process,	vision	plays	a	role	equal	to	the	other	senses.	My	perception	of	
each	image	is	formed	in	a	way	that	is	different	to	that	of	composing	an	image	through	
the	viewfinder	of	a	camera.	The	physical	involvement	with	materials	is	rarely	the	
focus	of	contemporary	photographers.	Instead,	I	aim	to	draw	attention	to	the	
underlying	physicality	of	the	medium	in	the	construction	of	‘meaning’.	This	intention	
aims	to	question	inherent	understandings	of	photographic	practice	as	purely	index-
producing	mechanism.		
In	my	work,	materials	and	various	photographic	and	embodied	processes	
signify	in	ways	that	move	beyond	photographic	iconicity.	I	play	on	subversive	intra-
actions	in	order	to	create	heterogeneous	positions	rather	than	a	seamless	surface	on	
which	the	tonal	variations	of	the	image	appear.	In	this	way,	the	photographs	act	
against	the	normative	tendency	to	‘look	through’	the	surface	to	see	an	image.	
Working	by	feel	rather	than	employing	a	rigid	procedure	in	making	of	my	negatives	
and	final	prints	has	activated	a	materialisation	of	patterns,	signs	that	are	embedded	in	
bodily	gestures.	This	way	of	working	is	driven	from	intuitive,	unrestrained	and	
accidental	(re)presentation	that	co-creates	the	photographic	image.	
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4.13	The	dancing	
	
	
	
	
	
Figure	26:	Printing	final	photographs	in	the	darkroom	(exhibition	video	duration	9:50	
minutes)	
The	dancing,	as	I	have	noted	in	field	note	#7,	is	‘this	visceral	response	to	the	paper,	to	
the	image	–	goes	beyond	the	frame’.	For	me,	this	response	emerges	back	in	the	
darkroom.	The	large-format	negatives	have	been	re-processed	and	are	now	marked,	
stained	and	scratched	through	various	chemicals	and	physical	handling	(the	stroking).	
The	negatives	are	projected	through	the	enlarger	onto	the	wall.	I	now	move	between	
the	photo-sensitive	paper	and	the	light	from	the	enlarger.	There	is	a	duration	at	play.	I	
count	the	seconds	and	minutes	in	my	head.	There	is	not	exact	science,	rather	an	
intuitive	and	visceral	response	to	the	image	on	the	wall	and	the	projected	light.	I	
move	in	and	out	of	the	frame	as	I	respond	to	shadows	and	highlights	and	smaller	
areas	of	detail.	I	look	at	the	image	and	I	put	my	body	in	it.	I	go	towards	it	and	move	
away	from	it.	The	size	puts	my	body	back	there	in	the	field.	When	I	was	in	the	
landscape	I	would	gather	an	image,	but	now	my	body	addresses	these	memories.	I	am	
in	the	moment.	I	look	and	then	brush	the	image.	Physically	mediating	the	image	is	
important.	On	completion	can	I	see	what	difference	I	have	made,	other	times	I	am	not	
sure.		
Technical	experience	and	prior	knowledge	taught	me	how	to	expose	an	image.	
I	do	complete	a	number	of	trail	test	strips,	noting	timing	and	grades	of	filter.	
However,	during	the	process	of	final	printing	I	draw	on	a	certain	reflexivity.	This	
reflexivity	has	become	imbedded	into	my	body	–	I	did	not	have	to	think	about	it	and,	
on	reflection,	this	was	the	relationship	I	also	worked	at	getting	with	the	landscape	
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itself.	I	work	through	multiple	technical	and	physical	applications	in	the	landscape	and	
darkroom.	Each	‘step’	is	inscribed	through	engagement	with	the	last;	however,	not	
limited	or	driven	by	a	specific	intentionality.	This	allows	me	to	step	outside	of	
reductive	and	normative	readings	that	fix	subjectivity	and	the	gaze.	Rather,	the	work	
embraces	a	rhizomatic	type	of	structuring	–	one	that	leads	in	different	directions	and	
keeps	experience,	knowledge	and	creative	production	in	motion.	
The	relations	of	care	and	responsibility	that	characterise	artistic	practice	often	
involve	a	particular	responsiveness	to,	or	conjunction	with,	other	contributing	
elements	that	make	up	the	particular	art	ensemble.	Through	Heidegger’s	notion	of	
concernful	dealings	and	my	own	practice	as	an	artist,	I	have	come	to	understand	that	
through	our	dealings	with	tools,	materials	and	ideas,	we	are	co-responsible	for	
allowing	the	emergence	of	art.	It	is	through	this	dynamic	and	productive	relation	that	
art	emerges	as	a	revealing.	The	work	of	art	is	this	movement	(Bolt	2011:	187–88).	The	
use	of	the	terms	above	(the	walking,	meandering,	sitting,	looking,	sorting,	dancing)	
invoke	Bolt’s	idea	that	art	is	about	such	a	revealing.	Bolt	draws	on	the	‘real’	and	also	
‘affect’	located	in	sensation.	This	is	not	about	logic.	Bolt	describes	this	as	being	
achieved	through	the	‘flux	of	practice,	acts	and	decisions	occur	in	the	heat	of	the	
moment	rather	than	the	result	of	rational	logic’	(Bolt	2011:	187–88).		
Corporeal	connection	with	materials	in	the	course	of	this	project	was	central	
to	developing	the	conceptual	dimension	of	the	work.	This	is	evident	in	my	realisation	
that	the	physical	sensitivity	of	the	surface	of	the	negatives	through	various	hands-on	
processes	can	be	utilised	to	transfer	bodily	contact	and	affective	response	that	are	
available	in	the	final	image.	Agency	in	this	sense	resides	in	the	flux	that	occurs	
between	the	matter	and	artist	engagement.	As	Tim	Ingold	argues,	‘humans	do	not,	
through	their	creative	interventions,	transform	the	world	from	without,	but	rather	–	
belonging	within	it	–	play	their	part	in	the	world’s	creative	transformation	of	itself’	
(Hallam	&	Ingold	2007:	53).	I	see	my	function	not	as	much	as	that	of	a	creator,	but	of	
a	mediator	or	facilitator	between	ecological	and	biological	processes.	Meaning	is	
motivated	by	my	intentional	interaction	with	materials	but	is	also	instinctive	and	
spontaneous.	It	is	the	dynamics	of	this	immersive	intra-activity	that	re-creates	a	new	
form	of	materiality.	Bolt	explains	this:	
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It	is	the	sensational	pressure	that	destroys	the	calm	of	the	surface	and	the	contour	and	
in	doing	so	ruins	the	normative	meaning	thus	allowing	for	the	‘subject	to	come	
through’	anew.	(Bolt	2011:	66)	
The	subject	that	comes	through	anew	becomes	central	knowledge	that	reframes	our	
experience	through	sensation	and	material	engagement.		
4.14	PART	2	
The	photographs	
There	are	nineteen	prints	presented	in	the	final	exhibition.	Seven	form	a	
panorama,	three	in	the	form	of	a	triptych,	nine	presented	as	separate	works.	The	
intention	is	that	they	speak	for	themselves,	yet	as	a	collective	also	act	in	response	to	
one	another.	I	note	this	in	field	note	#8:	‘There	is	a	separation	between	what	we	see	
and	perceive	as	the	landscape	and	what	we	want	to	see	and	experience	when	
thinking	about	the	landscape’.	Each	image	contains	a	lot	of	time	inside.	The	surface	of	
the	print	provokes	ideas	of	bodily	engagement	–	tactile,	sensory	and	movement,	all	of	
which	are	part	of	the	journey.	I	want	that	understanding	to	be	available	to	the	viewer.	
Multiple	layers	of	processing,	fragmenting	and	abstracting	the	landscape,	extreme	
high	and	low	lighting	are	attempts	to	offer	the	spectator	a	means	to	reorder	and	gain	
meaning	out	of	images,	creating	multiple	and	changing	visual	experiences.	By	
depriving	a	privileged	point	of	viewing,	I	also	aim	to	collapse	the	distinction	between	
what	is	effectively	object	and	what	is	subject,	and	in	this	way	destabilise	accepted	
binaries.	Thus,	pleasure	is	situated	outside	of	established	and	restrictive	visual	and	
verbal	structures.	Many	of	these	effects	were	only	realised	through	experimentation	
and	manipulation	of	photographic	processes	in	the	studio.		I	note	this	process	in	field	
note	#	12:	
When	first	approaching	the	landscape,	my	critical	eye	and	gaze	engaged	with	the	
sweeping	views	of	the	Romantics	and	the	power	of	the	Sublime.	It	wasn’t	until	I	
refocused	my	vision	to	include	the	sense	myself	in	particular	space/place	–	drawing	in	
the	smallest	of	detail	and	feeling,	that	emerged	a	sense	of	
awareness/interconnectedness	to	the	landscape.	It	is	this	image	I	then	took	back	to	the	
darkroom	(field	note	#	12).	
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Figure	27:	Wendy	Beatty	2016,	Untitled	#	4,	Landscape	Series,	gelatin	silver	print,	110	x	
153	cm	
Figure	28:	Wendy	Beatty	2016,	Untitled	#	12,	Landscape	Series,	gelatin	silver	print,	120	x	
161	cm	
The	photographic	‘object’	is	often	designed	and	considered	to	fix	the	visible	with	
results	that	are	usually	interpreted	in	terms	of	meaningful	visual	signs	exclusively	
from	the	perspective	of	a	disembodied	spectator.	David	Abram	notes	this	exclusion	of	
ecological	positioning	is	located	in	modern	Western	tendencies	to	abandon	dynamic	
interactions	between	human	and	non-human	in	favour	of	technologies.	The	result	is	
not	only	a	distancing	of	self	from	other,	but	also	a	significant	loss	of	an	embodied	
perception.	Abram	notes:		
Transfixed	by	our	technologies,	we	short-circuit	the	sensorial	reciprocity	between	our	
breathing	bodies	and	the	bodily	terrain.	Human	awareness	folds	in	upon	itself,	and	the	
senses	–	once	the	crucial	site	of	our	engagement	with	the	wild	and	animate	earth	–	
become	mere	adjuncts	of	an	isolate	and	abstract	mind	bent	on	overcoming	an	organic	
reality	that	now	seems	disturbingly	aloof	and	arbitrary.	(Abram	1997:	267)		
I	argue	that	it	is	possible	through	photographic	processes	to	produce	an	embodied	
entity	that	actively	participates	in	the	surrounding	world.	In	doing	so,	it	is	necessary	to	
go	beyond	the	constraints	of	the	apparatus	yielding	predictable	visual	results.	The	
photographs	are	open	to	chance	occurrences	that	manifest,	for	example,	in	the	
random	pattern	of	markings,	scratches	and	bleaching	resulting	from	post-processing	
handling.	I	am	driven	by	a	desire	to	understand	the	photographic	processes	and	
methods	which	evolve	beyond	our	common	knowledge	and	traditional	practice.		
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I	have	found	that	the	use	of	black-and-white	processes	in	my	photographic	
practice	also	allows	me	greater	flexibility	in	manipulating	and	recreating	the	image.	I	
was	interested	in	the	hands-on	approach	of	darkroom	process	as	opposed	to	the	
somewhat	limited	control	over	the	developing	processes	of	colour	photography.	
Moreover,	the	darkroom	process	allows	for	a	more	direct	involvement	as	opposed	to	
the	detachment	I	feel	when	using	digital	techniques.	Aesthetically,	I	found	that	the	
monochrome	of	black-and-white	images	also	has	greater	capacity	for	abstracting	the	
subject,	liberating	the	composition.	Additionally,	I	explore	‘bodily’	interaction	and	
function	to	the	photographic	processes	though	my	handling	of	the	negative’s	
surfaces.		
The	contrast	of	tonalities	in	my	work	is	intended	to	create	syntax	of	opposition	
to	encourage	a	conflicting	and	responsive	viewing.	I	note	this	in	field	note	#	9:	‘the	
markings	and	stains	are	not	to	abstract	the	image,	but	as	a	reside	of	touch’.	The	
undefined	areas	of	shadows,	greys	and	blacks	have	been	distorted	through	the	
darkroom	and	are	intended	to	exaggerate	the	‘relativity’	spatial	composition	of	the	
landscape	(see	fig.	29).	The	images	also	contain	the	history	of	physical	contact	with	
the	print.	The	markings	on	the	surface	of	the	print	can	be	seen	to	fall	outside	of	the	
‘acceptable’	photographic	codes	that	regulate	viewing	pleasure	(the	unpresentable,	
or	ugly,	or	excess).	This	is	intended	to	challenge	expectations	of	‘objective	truth’,	
which	is	often	anticipated	by	viewers	of	photographic	imagery.	The	image	is	intended	
as	a	representation	of	a	certain	state	of	being,	an	experience	rather	than	record.	The	
work	becomes	an	agency	of	active	mediation	between	viewer,	meaning	and	practice.		
	
	
	
	
	
	
	
Figure	29:	Wendy	Beatty	2016,	Untitled	#	8,	Landscape	Series,	gelatin	silver	print,	100	x	
164	cm	
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In	addition	to	calling	into	question	the	intrinsic	features	of	photography	such	as	
framing,	viewing	positions,	timing,	detail	and	scale,	I	have	also	endeavoured	to	
challenge	a	range	of	photography’s	functional	metaphors,	which	are	grounded	in	
both	theory	and	practice.	This	includes	challenging	the	perception	of	photography	as	
an	impartial,	authorisation,	mechanical-reproduction	device.	I	note	this	in	field	note	
#10;	‘I	wasn’t	looking	at	the	landscape	in	a	way	where	preconceptions	have	already	
been	formed.	I	am	looking	with	my	body’.	By	marking	the	surface	of	the	negative	and	
then	recreating	the	image	as	one-off,	large-scale	works,	I	attempt	to	draw	attention	
to	the	materiality	of	the	work	as	well	as	explore	how	material	practice	can	challenge	
traditional	theory	and	evolve	new	knowledge.		
In	my	work,	the	formation	of	the	photographic	image	(whether	large	sheets	of	
silver-halide	paper	or	4’	x	5’	litho	film)	is	constantly	at	stake.	I	note	this	in	field	note	
#11:	‘every	process	and	step	is	different	–	but	all	return	to	that	ephemeral	moment	–	
in	process	and	in	the	material	print’.	I	need	to	account	for	timing,	quality	of	light,	the	
alchemy	of	the	chemistry.	However,	by	placing	my	own	subjectivity	as	interconnected	
with	the	material	process,	the	result	is	not	an	increased	control	of	the	process,	but	
rather	forgoing	much	of	the	control	that	comes	with	modern	equipment	and	
processes.	Flusser	observes	this	quest	of	freedom	by	‘experimental	photographers’	to	
move	beyond	processes	dominated	by	apparatuses	as	‘consciously	attempting	to	
create	unpredictable	information,	i.e.	to	release	themselves	from	the	camera,	and	to	
place	within	an	image	something	that	is	not	a	program’	(Flusser	1983:	81).	
Systemically	refusing	closure	and	limits	placed	on	interpretation	of	the	
landscape	as	a	site	for	gender	values,	these	images	are	also	intended	to	divide	the	line	
between	truth	and	reality,	compliance	and	resistance	toward	customary	ideology.	The	
difference	between	these	images	and	other	similar	images	of	the	landscape	by	other	
artists	lies	in	the	way	in	which	photographic	medium	and	technique	has	been	used	to	
evoke	a	sense	of	ambiguity	in	order	to	promote	multiple	subject/viewing	positions.	
The	intended	result	of	my	studio	practice	is	the	exploration	of	the	landscape,	which	
incorporates	both	appropriations	of	conventional	photographic	constructs	with	a	
more	open-ended,	multiple	modes	of	expression	that	account	for	feminist	and	
ecological	concerns.	This	is	demonstrated	in	my	account	to	include	an	embodied	and	
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immersive	response	to	place	and	material	practice.		The	intention	is	to	deny	the	fixity	
of	a	restrictive,	controlling	gaze.	My	aim	is	to	extend	viewing	practices	and	critical	
analysis	that	go	beyond	normative	responses	and	which	also	address	bodily	
sensibilities,	experience	and	visual	pleasure.		
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	30:	Wendy	Beatty	2016,	Panorama,	Landscape	Series,	gelatin	silver	prints,	5	x	print	
panorama	Untitled	#17,	#46,	#9,	#35,	#115,	94	x	943	cm,	#61,		93	x	123	cm,	#24,	95	x	
122	cm		
Placing	seven	images	together	in	the	Panorama	series	(two	images	continue	around	
the	corner	of	the	space),	I	recall	the	scanning	and	eye	movements	I	performed	when	I	
stopped	on	the	path	in	the	first	video.	I	have	an	ambiguous	relation	to	the	horizon	
line,	it	is	not	the	end-point	of	my	work,	but	you	encounter	it.	In	the	field	in	its	most	
important	moments,	it	wraps	around	me.	I	don’t	focus	on	the	horizon	line;	I	move	
across	it.	I	focus	my	eyes	closer	to	my	body.	
I	believe	that	it	is	through	a	combination	of	photographic	and	darkroom	
techniques	and	processes	that	interact	with	each	other	to	produce	a	range	of	
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meanings,	the	potential	for	evoking	transgressive	readings	and	multiple	pleasures	is	
increased.	In	this	sense,	the	fundamental	nature	of	the	photographic	print	is	achieved	
via	intra-action	between	the	light-sensitivity	of	the	paper	and	the	filtering	of	my	body.	
It	acts	as	a	barrier	to	the	habitual	objective-ness	of	‘looking’	through	the	surface	of	a	
photograph,	where	meaning	is	limited	to	being	primarily	visual	experience.	Rather	
than	imitating	my	own	observation	of	the	landscape,	the	work	encourages	a	more	
multi-sensory	response.	The	tactile	qualities	embedded	in	the	surface	of	the	image	
aim	to	be	as	penetrating	as	the	visual	aspect.	This	is	aimed	to	direct	viewer	response	
as	being	driven	from	an	awareness	of	their	own	body	in	relation	to	the	image	and	the	
space.	Embodied	in	each	image	is	primarily	the	process	of	making	the	work,	rather	
than	the	view	from	the	site.	This	is	also	connected	to	my	own	experience	of	place,	
where	my	body	is	grounded	in	immediate	surroundings.	Yet,	my	sense	of	sight,	
though	significant,	is	equally	embodied	as	other	sensory	encounters	such	as	touch,	
smell,	sound;	for	example,	the	wind	as	it	pressed	against	my	body,	or	the	rain	as	it	
struck	the	gravel	path.	There	is	also	a	correlation	between	the	time	and	labour	
intensive	technical	process	in	the	‘making’	of	each	image	that	is	relational	to	effort	
required,	through	the	walking	or	‘being’	in	a	particular	landscape	in	which	the	image	
responds.	Visually,	this	journey	is	explicitly	revealed	through	the	videos	and	the	field	
notes.	It	is	implicitly	embedded	in	the	surface	of	each	piece.		
	
	
	
	
	
	
	
	
Figure	31:	Wendy	Beatty	2016,	Triptych,	Landscape	Series,	gelatin	silver	print,	untitled	
#130,	93	x	121	cm,	#109,94	x	123	cm		#113,	94	x	123	cm	
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Similarly,	in	the	triptych	the	gaps	between	the	images	should	also	speak.	The	
visceral	and	textural	quality	of	this	work	in	performance	with	formal	qualities	(tone,	
rhythm,	composition)	compel	the	viewer	to	consider	these	qualities	in	a	very	physical	
way.	Investigating	and	moving	between	the	figurative	and	the	abstract,	the	‘looking’	is	
habitually	fractured	by	the	presence	of	the	destabilising	marks	beneath	the	surface	of	
the	work.	In	the	process	of	the	making,	each	photograph	becomes	a	different	
experience,	which	can	be	seen	and	experienced	in	the	differences	between	each	
photograph.		
	 The	individual	photographs	do	not	aim	to	signify	landscape.	Through	an	
engendering	of	visual	and	bodily	experience,	the	photographs	go	beyond	a	
representationalist	view	of	landscape.	The	intention	is	an	emerging	immersive,	
relational	performance.	The	formal	and	compositional	elements	of	the	tonal	changes,	
environmental	detail,	horizons	and	panorama,	endeavour	to	generate	an	affective	
and	empathic	response	to	materiality.	These	techniques	result	in	images	that	place	
the	viewer	in	a	position	of	active	meditation	of	the	image.	The	markings	on	the	
surface	of	the	photographs	act	as	interruptions.	I	attempt	to	engage	the	viewer’s	eye	
and	body	to	move	across	and	between	each	photograph.	Similarly	to	Haraway	(1991),	
Barad	(2007)	and	Bolt	(2004),	there	is	a	relationship	between	the	body	and	the	image	
which	emerges	through	material	process.	This	reveal,	through	intra-action	and	
performance,	distinguishes	from	purely	representational	values	of	landscape.	
The	working	method	developed	over	the	course	of	the	project	produces	a	
unique	photograph	that	eliminates	distancing	and	fixity	of	meaning	via	direct	pictorial	
representation	in	favour	of	allowing	the	photograph	to	reveal	duration	and	bodily	
contact	with	the	environment.	The	resulting	photographs	function	as	indices	of	the	
time	and	place	of	their	origin	in	the	strict	semiotic	sense.	They	also	communicate	
their	relationship	to	the	event	of	their	making.	This	revealed	through	the	physical	and	
visual	presence	process	(via	videos)	and	intra-action	(the	marking	on	the	surface	of	
the	negatives	and	tones	of	the	prints).		
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Photograph	Untitled	#81	(fig.	32)	provided	a	breakthrough	in	a	number	of	
ways,	including	in	the	darkroom	process.	This	photograph	particularly	provided	an	
insight	into	what	I	understand	as	affective	experience	through	process	and	practice.	
The	image	itself	did	not	reveal	itself	in	the	initial	moment	of	capture.	Rather,	it	
occurred	to	me	as	I	worked	through	a	number	of	process	and	developing	in	the	
darkroom.	This	photograph	is	important	to	the	series,	as	it	has	expanded	my	
understanding	of	the	relationship	connecting	abstraction	and	representation	and	the	
outcome	of	this	in	a	presentation.	Through	the	process	of	developing	the	negative	
and	post-processing	handling,	this	work	also	revealed	an	immersive	re-experiencing	
made	possible	through	viewing	the	work	as	the	maker.	The	abstracted	qualities	of	this	
photograph	is	more	evident	than	the	others.	This	photograph	is	heavily	textured	and	
moves	further	away	from	direct	representational	values.	The	image	was	captured	not	
through	looking	through	the	viewfinder	of	the	camera,	but	instead	I	released	the	
shutter	instinctively	as	I	moved	through	the	landscape.	The	visceral	response	
captured	on	the	film	had	a	further	physical	sensory	effect	on	me	in	the	process	of	
marking	it.	It	felt	more	‘noisy’	than	other	images	captured.	This	motivated	me	to	
engage	further	in	the	tactile	process	and	in	the	‘making’,	and	as	an	outcome	it	had	a	
greater	bodily	affect	on	and	through	me.	
The	result	was	a	further	push	towards	unconscious	sensory	handling	of	the	
paper	and	negatives.	This	can	be	seen	through	the	constant	repetition	of	marks	on	
the	surface	in	photographs	such	as	Untitled	#	8,	Untitled	#	3,	Untitled	#	4	and	Untitled	
#	12.	The	surface	markings	in	these	photographs	have	an	intensity	as	they	become	
more	layered	and	abstract.	The	building	up	of	surface	texture	is	more	comprehensive	
and	each	photograph	demonstrates	a	different	point	in	time	in	which	they	are	made.	
During	the	process	of	making	each	photograph,	I	re-lived	and	re-experienced	my	
sensory	experience	of	being	in	the	landscape.		
Photograph	Untitled	#11	(fig.	33)	seemingly	returns	to	the	representational	
when	compared	to	the	abstraction	of	Untitled	#81.	It	is	tone	(light	and	dark)	that	
defines	shape	and	imparts	pictorial	linear	and	horizon	perspectives.	There	are	
distinctive	parts	left	untouched;	for	example,	the	textures	of	the	leaves	and	grass,	
which	indicate	an	indexical	relationship.	However,	it	is	the	tone	in	this	photograph	
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which	dominates	the	giving	of	shape	to	the	landscape.	It	is	the	combination	of	the	
degree	of	light	and	the	abruptness	of	form	that	creates	a	sense	of	realism.	For	me,	
the	sensory	experience	realised	in	the	making	and	viewing	of	this	photograph	is	
similar	to	that	of	Untitled	#81	because	of	the	tonal	values,	the	texture	and	the	shape.		
	
	
	
	
	
	
Figure	32:	Wendy	Beatty	2016,	Untitled	#	81,	Landscape	Series,	gelatin	silver	print,	100	x	
160	cm	
Figure	33:	Wendy	Beatty	2016,	Untitled	#	11,	Landscape	Series,	gelatin	silver	print,	99	x	
155	cm	
I	have	found	that	all	post-capture	marking	is	slightly	different	in	its	execution.	
This	includes	the	subsequent	surface	texture,	composition	and	structure	visible	in	
each	image.	Some	markings	move	smoothly	across	the	surface	of	the	image	and	are	
evident	in	the	tonal	changes.	Other	markings,	such	as	hair,	dust,	fingerprints,	are	
ingrained	in	the	surface	itself.	There	is	a	real	material	and	affective	application	of	
photographic	processes	and	corporal	subjectivity	here.	In	this	instance	of	affective	
experience	of	landscape,	the	body	and	material	process	impacted	the	final	image.		
This	methexical	and	affective	response	to	landscape	also	emerges	in	Untitled	
#12.1,	Untitled	#6,	Untitled	#12a,	and	within	each	image	in	the	panorama	and	
triptych.	In	each	of	these	photographs,	the	tones	and	markings	reveal	and	respond	
differently	throughout.		Each	photograph	materialises	different	shapes,	quantities	and	
effects,	yet	they	are	also	connected	with	one	another	through	place,	body	and	
process.	The	marks	then	converge	into	a	whole	within	each	individual	image.		
	 I	also	take	into	consideration	the	placement	of	the	videos.	I	seek	to	create	a	
situation	where	viewers	would	see	the	first	four	videos	relating	to	my	movements	in	
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the	landscape	(the	walking,	the	meandering,	the	sitting,	the	looking).	This	allowed	for	
their	appreciation	in	their	own	right	as	visually	rich	depictions	of	the	places	and	my	
actions	within	them.	As	the	viewer	moves	through	the	space,	the	steps	of	my	
engagement	in	the	photographic	process	are	also	documented.	The	horizontal	
placement	of	the	screen	on	the	table	showing	move	movements	through	the	
‘stroking’	and	‘sorting’	phase	was	alongside	the	lightbox	of	negatives	and	proofs.	The	
video	of	me	making	the	final	exposures	in	the	darkroom	(the	dancing)	is	placed	as	an	
end	point	to	the	production	of	the	works.	These	could	be	seen	simultaneously	with	
the	panorama	and	triptych	on	the	wall.	It	became	clear	that	the	videos	could	play	an	
important	role	in	exploring	how	meaning	is	interpreted	in	the	presence	of	indices	
(embedded	in	the	photographs	themselves)	and	through	knowledge	about	their	
making.	The	videos	not	only	documented	my	process,	but	also	the	indistinct	sense	of	
my	interaction	with	the	land	and	of	the	physical	effort	and	time	required	to	make	the	
photographs.	Documenting	these	moments	of	duration	are	significant	as	they	address	
not	only	my	own	intra-action	and	dialogue	with	the	landscape	and	process,	but	
attempts	to	establish	a	relationship	between	the	viewer	and	the	work.	As	the	viewer	
moves	through	the	videos,	as	I	move	through	the	landscape,	experience	and	
knowledge	are	embodied	and	become	part	of	the	viewing	process	and	the	work	itself.		
The	videos	do	not	undermine	the	overall	premise	of	the	work	through	a	separation	of	
process	and	final	outcome,	but	rather	strengthen	it.	
The	videos	facilitate	an	investigation	of	the	meaning-making	process	in	relation	
to	a	photograph	as	an	index.	That	is,	how	meaning	is	formed	by	the	direct	experience	
of	the	environment,	material	process	and	bodily	subjectivity.	This	is	explored	through	
the	videos	that	show	me	making	the	photographs,	and	contained	in	the	photographs	
themselves,	which,	despite	being	presented	pictorially	(2-D)	in	its	final	form,	draws	on	
notions	of	ambiguity	and	intra-action	in	relation	to	its	referent.	My	goal	is	not	to	turn	
away	from	the	photographic	image,	but	rather	to	shed	light	on	the	limits	of	what	it	
can	represent.	This	includes	a	move	away	from	familiar	Cartesian	understandings	of	
subject/object	relations	toward	one	of	embodied	subjective	through	intra-actions	and	
recognition	of	matters	of	affect.		
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The	layout	of	the	exhibition,	with	its	outputs	and	its	documenting	of	process,	
allows	for	a	rhizomatic	moving	through,	to	move	forward,	back	and	across,	so	
important	for	avoiding	dualistic	modes	of	thinking.	I	understand	this	process	to	be	
about	Barad’s	term	diffraction	discussed	in	Chapter	2.	(Barad	prefers	diffraction	to	
reflection.)	It	is	through	this	process,	signposted	by	the	walking,	the	looking,	the	
sitting,	the	sorting,	that	another	form	of	looking	emerges.	This	looking	incorporates	
the	entanglements	produced	by	the	objects	in	the	exhibition.	Barad	refers	to	this	
‘whereas	the	metaphor	of	reflection	reflects	the	themes	of	mirroring	and	sameness,	
diffraction	is	marked	by	patterns	of	difference’	(Barad	2007:	71–72).	The	whole	
constructed	focus	of	the	exhibition	can	also	be	understood	through	Barad’s	
‘commitment	to	understanding	which	differences	matter,	how	they	matter,	and	for	
whom’	(Barad	2007:	90).	My	aim	also	is	that	the	most	successful	photographs	contain	
within	them	elements	that	react	to	the	way	the	eye	moves.		This	highlights	elements	
of	the	rhizomatic	thinking	as	entanglement	and	diffraction	are	performed	by	the	
viewer	in	their	contemplation	of	the	work.		
To	get	to	this	looking,	I	have	used	my	body	to	touch,	to	mask	and	to	interact	
with	the	image.	These	gestures	are	now	embedded	in	the	image	in	front	of	me,	which	
I	can	approach	and	move	away	from	in	the	gallery	as	I	did	in	the	darkroom.	My	eyes	
can	move	over	it	as	my	hands	have	done	on	the	table.	All	that	time	and	effort	
becomes	a	single	image	in	which	the	viewer	can	find	the	traces	of	what	I	felt	over	
time.	The	viewer	can	also	look	over	time.	It	has	been	about	getting	the	sum	total	of	
these	events	and	feelings	into	a	single	image,	so	that	when	I	stand	in	front	of	the	
photograph,	what	my	body	felt	comes	back.	This	is	what	I	want	to	happen.	And	I	ask,	
in	finding	this	journey	in	the	photograph,	are	my	emotions	present?	Are	they	visible?	
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4.15	Single	works	from	the	exhibition		
	
	
	
	
	
	
	
	
Figure	34:	Figure	Wendy	Beatty	2016,	Untitled	#	11,	Landscape	Series,	gelatin	silver	print,	
99	x	155	cm	
	
	
	
	
	
	
	
	
	
Figure	35:	Wendy	Beatty	2016,	Untitled	#	81,	Landscape	Series,	gelatin	silver	print,	100	x	
160	cm	
	
	
	
	
	
	
	
	
	
	
Figure	36:	Wendy	Beatty	2016,	Untitled	#	6,	Landscape	Series,	gelatin	silver	print,	101	x	
163	cm	
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Figure	37:	Wendy	Beatty	2016,	Untitled	#	12a,	Landscape	Series,	gelatin	silver	print,	99	x	
157	cm	
	
	
	
	
	
	
	
	
	
Figure	38:	Wendy	Beatty	2016,	Untitled	#	3,	Landscape	Series,	gelatin	silver	print,	102	x	
162	cm	
	
	
	
	
	
	
	
	
	
	
Figure	39:	Wendy	Beatty	2016,	Untitled	#	8,	Landscape	Series,	gelatin	silver	print,	100	x	
164	cm	
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Figure	40:	Wendy	Beatty	2016,	Untitled	#	12.1,	Landscape	Series,	gelatin	silver	print,	99	x	
151	cm	
	
	
	
	
	
	
	
	
	
	
Figure	41:	Wendy	Beatty	2016,	Untitled	#	4,	Landscape	Series,	gelatin	silver	print,	110	x	
153	cm	
	
	
	
	
	
	
	
	
	
	
Figure	42:	Wendy	Beatty	2016,	Untitled	#	12,	Landscape	Series,	gelatin	silver	print,	120	x	
161cm	
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4.16	Exhibition	layout	
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Figure	43:	Wendy	Beatty	2016,	Exhibition	‘Landscapes’,	Project	Space,	Deakin	University,	
Waterfront	Geelong,	14–	20	September,	2016	
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4.16	Exhibition	framing	document	
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Figure	44:	Wendy	Beatty	2016,	Exhibition	framing	document	
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Conclusion		
	
In	this	project	I	have	used	photography	in	an	attempt	to	communicate	the	subjective	
experience	of	‘being’	in	the	landscape.	I	understood	this	in	terms	of	duration	as	
articulated	through	James	Benning’s	notions	of	looking	(MacDonald	2007),	notions	of	
dialogue	(Bakhtin	1981)	and	concepts	of	self	and	place	in	relation	to	the	body	as	the	
necessary	subject	of	perception	(Haraway	1991,	Barad	2007,	Bolt	2004).	My	interest	
advances	the	way	that	photographic	practice	can	signify	beyond	a	purely	
representational	record	of	a	single	moment	or	particular	‘view’.	In	doing	so,	I	
experiment	with	processes	that	might	embrace	subjectivity	in	image	formation	that	
expand	the	limits	of	what	photographs	can	represent.	In	the	light	of	this,	I	understand	
that	my	practice	must	address	the	following	questions:	how	can	a	feminist	and	
ecological	practice	negotiate	such	patriarchal	codifications	of	the	landscape	to	arrive	
at	an	alternative	practice	of	looking?	What	processes	produce	such	an	affective	gaze?	
I	am	driven	by	a	responsiveness	that	the	experience	of	‘being’	in	the	landscape	
cannot	be	easily	represented	by	capturing	an	image	in	a	single	moment.	Rather,	I	
suggest	it	is	through	intra-action	and	dialogue	between	landscape	and	the	body,	
revealed	through	creative	practice	that	an	affective	gaze	can	deliver	duration	into	a	
single	moment.	Insights	into	this	intra-active	process	is	documented	through	the	
video	recordings	of	walks	through	the	landscape	in	its	continuity,	writing	reflections	
from	experience	in	the	landscape	in	the	form	of	field	notes,	and	working	in	an	
affective	sense	in	the	darkroom	where	physical	markings	on	the	paper	and	negative	
are	reflected	in	the	photographs	themselves.	The	videos	and	notes	have	been	used	to	
examine	and	clarify	my	practice	into	the	steps	(the	walking,	the	meandering,	the	
sitting,	the	looking,	the	stroking,	the	sorting,	the	dancing)	used	to	frame	the	
exhibition	and	the	final	chapter.	Rather	than	documenting	a	linear	progression	
through	space	and	time	through	the	production	of	an	object	indexical	to	the	distance	
and	duration	of	the	experience,	my	aim	is	the	materialisation	of	a	transient	
experience	that	supports	and	expresses	bodily	and	landscape	subjectivity.	I	
understand	that	the	effectiveness	of	these	creative	outputs	is	largely	dependent	on	
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how	they	are	received	in	the	gallery	situation	by	the	viewer	and	that	this	impact	
varies.	
In	arriving	at	this	point,	I	revisit	some	of	the	theory	and	philosophy	that	has	
shaped	our	current	understandings	of	Landscape	in	Chapter	1.	I	do	not	attempt	to	
redefine	the	term	landscape,	nor	present	an	all-encompassing	review	of	its	historical	
and	contemporary	treatment.	Rather,	my	aim	is	to	draw	upon	specific	instances	in	
which	I	am	able	to	question	traditional	viewing	structures	and	understanding	of	
landscape	as	a	social	and	creative	construct.	In	order	to	move	beyond	binary	
understandings	of	landscape,	I	draw	on	feminist	theory	and	ecological	theory	in	
Chapter	2.	I	focus	on	ecological,	material	and	affective	thinking	to	articulate	an	
alternative	visual	and	power	relationship	that	sits	outside	of	traditional	gendered	
limitations	of	looking	and	making.	I	have	drawn	on	ideas	relating	to	kinaesthesia	
(Reynolds	2012)	to	help	articulate	an	intra-active	response	to	practice.	The	idea	of	
kinaesthesia	is	also	related	to	current	understandings	of	somatic	theories	
(Shusterman	2012,	Cohen	1993),	particularly	as	an	interdisciplinary	creative	practice	
relates	to	dance,	movement	and	photography.	I	see	my	work	moving	towards	ideas	
relating	to	somatic	thinking	and	photographic	practice,	yet	this	is	not	covered	
theoretically	in	the	scope	of	this	exegesis.		
My	thesis	has	been	about	investigating	and	performing	such	representation	
photographically.	I	have	argued	that	this	occurs	through	the	recognition	of	making.	I	
suggest	that	an	alternative	way	of	looking	is	revealed	through	physical	traces,	the	
remnants	of	the	corporeal	experience	of	being	in	the	landscape	as	registered	on	the	
photographic	print.	As	most	remarkably	noted	by	Barthes,	‘the	photograph	is	literally	
the	emanation	of	the	referent.	From	a	real	body,	which	was	there,	proceed	radiations	
which	ultimately	touch	me,	who	am	here’	(Barthes	1981:	80).	This	includes	the	
moment	of	initial	photographic	exposure	between	light	(the	physical	world)	and	
photosensitive	surface,	and	further	explorations	through	darkroom	processes.	Central	
to	this	thinking	is	the	collaboration	of	my	own	activity	of	creative	practice	and	
theoretical	understandings	of	subjectivity.	This	also	includes	reconsideration	of	the	
viewer’s	gaze,	where	I	attempt	to	challenge	viewers’	initial	perception	towards	an	
uncertainty	of	the	resulting	object	(the	photograph)	as	a	tangible	trace	(rather	than	a	
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duplicate	or	impression)	of	the	referent	(the	landscape).	This	relates	to	the	inherent	
nature	of	the	photography’s	relationship	to	the	indexical	–	that	is,	its	potential	value	
(for	a	viewer)	as	referent	or	conduit	to	the	‘real’.	As	the	project	progressed,	I	realised	
the	potential	and	preference	towards	the	photographic	medium	to	express	an	
‘affective’	(direct,	physical,	relational	and	intuitive)	response	as	a	way	of	sustaining	
the	material	and	bodily	connection	to	time	and	place.		
I	have	also	argued	that	working	with	antiqued	photographic	processes	allows	
me	to	embody	an	immersive	creative	experience	more	than	by	using	advanced	digital	
techniques.	In	this	project,	I	focus	on	the	entire	physical	process	of	developing	and	
materialising	an	image.	This	often	remains	largely	hidden	and	out	of	reach	via	digital	
sensors	that	are	encased	deep	inside	camera	bodies,	and	printing	through	preset	
software	algorithms.	The	focus	thus	is	firmly	on	the	process	of	making	a	photograph,	
rather	than	on	what	the	image	is	a	photograph	of.	These	body	centred	strategies	can	
also	help	inform	a	focus	on	further	research,	as	the	creative	arts	continue	to	move	
towards	interdisciplinary	practice	with	media	and	digital	technologies.		
Working	with	black-and-white	photography	has	revealed	implicit	viewing	and	
aesthetic	structures.	It	heightens	abstract	qualities	and	draws	attention	to	process	
and	medium.	I	have	coupled	this	thinking	into	the	process	of	moving	through	the	
landscape	and	then	used	this	experience	to	re-enact	aspects	in	the	darkroom.	My	
intention	has	been	to	communicate	‘a	grounded	presence	in	the	landscape’	and	to	
enlist	an	ambiguity	in	photo	practice	and	representation	to	achieve	this.		
I	believe	that	the	combination	of	photographic	and	darkroom	techniques	and	
processes	that	interact	with	each	other	produce	a	range	of	meanings.	This	has	the	
potential	for	evoking	transgressive	readings	of	landscape	that	include	an	embodied	
subjectivity.	In	my	studio	practice	I	employ	a	process	of	experimentation	involving	
etching,	bleaching	and	toning	of	numerous	negatives	with	subsequent	reprinting	and	
re-processing	of	the	negatives	and	prints	to	achieve	the	final	image.	I	explore	and	
exploit	both	the	aesthetic	and	the	technical	potential	of	the	photographic	medium	
with	the	aim	of	revealing	a	differential	visual	pleasure.	Moments	of	breakthrough	
arrive	when	the	works	begin	to	reveal	a	positive	interest	and	appeal	in	relation	to	the	
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way	the	landscape	and	visual	pleasure	are	situated	outside	traditional	restraints	and	
traditional	dominant	discourse.		
The	exhibition	was	constructed	to	lay	bare	this	method	of	production,	the	use	
of	my	body	and	its	interaction	and	response	to	the	landscape.	I	understand	this	
through	Barad’s	use	of	the	term	entanglement:		
What	is	needed	is	a	method	attuned	to	the	entanglement	of	the	apparatuses	of	
production,	one	that	enables	genealogical	analyses	of	how	boundaries	are	produced	
rather	than	presuming	sets	of	well-worn	binaries	in	advance.	(Barad	2007:	29–30)	
My	review	of	traditional	viewing	practices	–	through	Berger,	Cosgrove,	the	beautiful,	
sublime	and	picturesque	–	demonstrated	that	embedded	viewing	practices	
unconsciously	contextualise	and	shape	the	landscape.	It	was	the	moments	of	
corporeal/physical	engagement;	the	initial	capture,	subsequent	manipulation,	
printing	and	selection	of	the	final	images	that	revealed	for	me	the	affective	arranging	
in	which	the	work	took	direction	and	significance.	As	stated,	this	has	led	to	new	
insights	about	my	working	practice.	The	questions	for	me	are,	how	much	in	the	
moment	of	looking	is	delivered	the	perceptual	affective	experiences?	How	effectively	
have	I	been	able	to	‘hit’	the	viewer	with	all	this	time	in	this	instant?	The	single	images	
develop	over	weeks,	months,	of	interaction	between	the	landscape,	the	body	and	
material	process.	The	process	is	like	a	funnel	and	in	the	end	there	is	this	moment.	(I	
might	not	get	it	every	time.)	However,	the	process	has	revealed	an	important	
development	in	addressing	how	a	feminist	and	ecological	practice	can	negotiate	
patriarchal	codifications	of	the	landscape	and	arrive	at	an	alternative	practice	of	
looking.		
This	research	and	body	of	creative	work	also	highlight	a	move	towards	
processes	that	produce	an	affective	gaze.	Francis	Bacon	refers	to	the	image’s	ability	
to	communicate	certain	ideas	relating	to	affect	as	the	capturing	of	‘sensation’	
(Sylvester	&	Bacon	1975).	Through	various	painting	techniques,	Bacon	fragments,	
distorting	his	images,	particularly	of	the	body,	that	direct	attention	away	from	the	
‘literal’	illustration	of	reality.	Yet	he	does	not	identify	his	work	as	‘pure	abstractions’.	
(Sylvester	&	Bacon	1975).	Rather,	he	notes	the	significance	of	the	accidental,	instinct	
and	intuition	as	part	of	the	communicative	process.	As	Bacon	states:	‘I	don’t	want	to	
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avoid	telling	a	story,	but	I	want	very,	very	much	to	do	the	thing	that	Valéry	said	–	to	
give	the	sensation	without	the	boredom	of	its	conveyance.	And	the	moment	the	story	
enters,	the	boredom	comes	upon	you’	(Sylvester	and	Bacon	1975:	65).	Perhaps	what	I	
have	achieved	is	not	always	the	genius	of	the	final	image,	but	a	clearer	understanding	
of	process	has	been	arrived	at,	providing	a	groundwork,	background	of	my	body-
centred	strategies.	At	their	best,	the	fogged	images	talk	about	tactility.	They	are	
about	concentrating	duration	into	the	single	moment	of	viewing.	This	compacted	
moment	is	designed	to	reveal	affect	through	a	sustained	and	continued	looking.		
The	actions	described	above,	and	detailed	in	Chapter	4,	signpost	the	implicit	
narrative	of	my	evolving	practice,	a	dialogue	with	the	landscape	that	has	evolved	into	
what	I	present	and	understand	as	the	affective	gaze.	This	thinking	extends	upon	
Carter’s	methexis	framing	as	discussed	in	Chapter	1	and	Bolt’s	performative	action	
discussed	in	Chapter	2.	I	move	through	the	landscape	as	the	viewer	moves	through	
the	exhibition.	Significance	also	comes	from	the	investigation	of	creative	photo	
practice	that	explores	evidence	of	trace,	duration,	affective	experience	and	a	practice	
of	looking.	I	questioned	how	I	could	visually	represent	my	physical	and	material	
experience	of	‘being’	in	the	landscape,	one	which	would	include	my	
emotional/bodily/intra-active	response.	This	involved	taking	into	account	the	typical	
iconicity	reading	of	‘sign’	(that	is	resemblance	between	image	and	referent)	that	is	
intrinsically	aligned	to	photo-practice.	This	also	includes	a	relationship	between	the	
viewer	and	the	experience	of	the	work	in	the	making.	The	marks	embedded	on	the	
surface	of	the	negatives	reveal	experience	in	the	making	and	handling.	Similarly,	to	
Bolt’s	performative	thinking	(Bolt	2004),	the	viewer	can	experience	my	bodily	
engagement	with	the	various	photo-processes.	It	is	through	evaluating	this	practice-
based	research	that	that	I	am	able	to	begin	to	articulate	an	understanding	that	
encompasses	what	I	now	define	as	an	affective	gaze.		
My	aim	is	that	this	body	of	work	will	address	gaps	between	creative	practice	
and	the	social	and	political	conceptualisation	of	‘landscape’.	This	includes	a	challenge	
to	dominant	binary	structures,	embedded	in	dominant	viewing	and	aesthetic	
structures.	I	have	argued	that	separating	the	body	from	the	material	or	the	‘real’	has	
restricted	subjectivity	and	fostered	a	dominant,	patriarchal	positioning	of	landscape.	
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Through	an	ecofeminism	framework,	and	body	of	creative	work,	I	have	pushed	
boundaries	of	traditional	photographic	and	viewing	practices	in	order	to	re-figure	
perceptions	of	landscape	and	subjectivity.	I	have	worked	through	methodologies	that	
required	an	extended	physical	relationship	with	the	landscape	and	with	creative	
photographic	processes	to	arrive	at	a	more	embodied	subjectivity	and	‘affective’	
viewing	experience.		
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